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Introduction
 Walk into any children's bookstore and you will note a decidedly Gothic flavor 
 to many of the titles on display. From creepy picture books to Harry Potter to 
 Lemony Snicket to the Spiderwick Chronicles  to countless vampire series for 
 young adult readers, fear or the pretence of fear has become a dominant 
 mode of enjoyment in literature for young people. (Zipes 1)
With this statement Jack Zipes literally hit the nail on the head: When dealing with 
children's and young adult literature one cannot do otherwise but notice that books 
for young readers  tend to be geared on the Gothic. Therefore, this diploma thesis will 
have a closer look at the implementation of Gothic characteristics in children's and 
young adult literature. Before giving detailed information on the aspects that will be 
analyzed in this diploma thesis, I would like to comment briefly on the reason why I 
am interested in this topic. 
In the winter term of 2005/2006, I attended a literary proseminar on Revolutionary 
Writing in American Literature with Mag. Dr. Astrid Fellner at the Department of 
English in Vienna. The reading list for this course included Charles Brockden Brown's 
Ormond (1799), which is  a famous example of American Gothic literature. Hence, I 
was introduced to Gothic literature for the first time, at least consciously, and my 
interest in this genre was immediately arisen. From this  moment on, I knew that I 
would like to write on the Gothic for my diploma thesis. 
In the summer term of 2009, I noticed a lecture on Children's and Young Adult 
Literature, which was read by Mag. Dr. Susanne Reichl at the Department of English 
in Vienna. Given that I am a student of English and French to become a teacher, I 
found this lecture very interesting, notably because I gained a new insight and new 
information on children's and young adult literature. Furthermore, I was convinced 
that the topics and books of this lecture would be very useful for my future teaching at 
school. While dealing with the novels of the reading list, I was not only reminded of 
the Gothic but noticed that children's and young adult literature is  full of Gothic 
elements. As a consequence, I started to look differently at books for young readers. 
Moreover, this  new insight offered me an explanation for the reason why many young 
readers are so fascinated by Gothic texts. I have to admit that I was one of these 
readers too when I was young, and I still enjoy reading a good Gothic story. 
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Interestingly, the children's interest in Gothic plots seems to be ageless, since I 
observe that this  same phenomenon also applies to my little niece and my little 
nephew. Therefore, I have decided to study this literary genre. 
I would like to briefly comment on the term the Gothic. As we will see in this  diploma 
thesis, the Gothic is a notion that does not only apply to literature. Starting with a 
movement (the Gothic movement) in historical, social, political and religious context, 
it later shaped the arts as well. Thus, the Gothic can be found in literature, in 
architecture, in the performing arts, in music and in modern media as well. Therefore, 
I will use the term the Gothic movement when talking about the upheaval in society, 
politics  and/or religion. On any other occasion, meaning when referring to the arts, I 
will use the term the Gothic.  For me personally, the use of these two notions reflects 
my concept of the Gothic. When talking about the Gothic, one has  to take into 
consideration several aspects of the Gothic. That means that an analysis  of the 
Gothic should not only contain one aspect of the Gothic. Since the Gothic covers 
other domains as  well, one should respect its complexity. To give a concrete 
example, it is impossible to look only at one aspect of the Gothic when analyzing a 
Gothic novel. As we will see later in this diploma thesis, Gothic characters and 
Gothic plots  are closely linked to the setting. The setting, again, is  closely linked to 
architecture and the landscape. As a consequence, one has to look at the complexity 
of the Gothic when analyzing Gothic literature. 
In the first chapter of my diploma thesis I will look at the background of the Gothic 
movement. As we will see, the Gothic developed in a time that was  marked by 
enormous socio-political, historical and religious changes. These changes caused a 
major upheaval in the society and affected many aspects of life. On the other hand, 
we will notice that the Gothic shaped the ideas of that time as well, and thus did not 
only influence the people's life but the arts too. 
In the second chapter, I will discuss Gothic literature in more detail. We will study the 
beginning and the structure of this new genre, as well as those genres that 
influenced the Gothic. Furthermore, two critical approaches  on the Gothic will help us 
understand both the circumstances under which the Gothic developed and the 
changes that it caused for the society. 
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In the third chapter, I will discuss the typical characteristics of Gothic literature. The 
studies that were made so far mostly dealt with Gothic adult literature. The interesting 
part will then be to compare the Gothic elements  of adult literature with those of texts 
for young readers. My hypothesis here is that there is hardly any difference between 
Gothic adult literature and Gothic children's  and young adult literature. However, in 
the fourth chapter, I will discuss the particularities of contemporary Gothic literature 
for young readers. 
In chapter five and chapter six, I will use the theoretical knowledge to analyze two 
Gothic novels of children's and young adult literature. The first one will be Lemony 
Snicket's  A Series of Unfortunate Events: The Bad Beginning, or Orphans! This is the 
first book of a series of thirteen novles about the Baudelaire children. The second 
book will be Neil Gaiman's The Graveyard Book, which is the winner of the Newbery 
Medal of 2009. 
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1. Historical, political and social background of the Gothic
In this chapter I will try to give an overview of the circumstances under which the 
Gothic movement developed. I will show that the rise of the Gothic movement is 
closely linked to these circumstances: the socio-political and historical background of 
the eighteenth century. In this chapter I will mainly rely on The Gothic Tradition by 
David Stevens1 unless indicated otherwise.
1.1. Historical development of the term Gothic 
From a historical point of view, the term Gothic arose from the Goths, a Germanic 
tribe, which played an important role in the disintegration of the Roman Empire in the 
fourth century.  In the following centuries, historians generally referred to the Goths 
as Germans, which also included the Anglo-Saxons who settled in the British Isle. 
The courage of the Goths to defy the Romans as well as  the rebellion of the Anglo-
Saxons against the Norman invasion has led to the idea that there would exist some 
kind of a natural "freedom-loving gothic tradition" in the British culture (Stevens 8). 
This  view is also visible in several myths and legends of the British culture, such as 
the legend of Robin Hood, who represents an Anglo-Saxon rebel against the tyranny 
of the Normans. 
In the eighteenth century, the authority of the monarchy with its rules and conventions 
resurrected this opinion and caused the celebration of "the original Gothic love of 
liberty" (Stevens 8). As a consequence, people embraced the Gothic tradition and 
strove for freedom and liberty through a political reform - a fact that was also obvious 
in the political duel between the Whig Party, which supported the reforms, and the 
Tories, who adhered to the conventions of the eighteenth century. Since the Gothic 
point of view on political aspects spread quickly among people, the Tories understood 
that they had to react to the rise of the Gothic. Hence, they tried to link Gothic values 
with their own political opinion and used the term for all contexts representing 
aristocracy, tradition and hierarchy. As a result, the Gothic was used for two opposing 
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1 Cf. Stevens, David. The Gothic Tradition. Contexts in Literature. Cambridge: Cambridge University Press, 
2000, 8-10, 15-22. 
notions, and therefore has been seen as an ambiguous and controversial term from 
its very beginning. 
1.2. The social context of the Gothic
Apart from the ambiguous  use of the term Gothic in historical contexts, there are 
numerous associations with this concept, so that the Gothic is often considered as 
controversial and indefinable. However, there is one aspect of the Gothic which is 
undeniable, especially in literature: the value of feelings and sensibility. The Gothic 
movement was inspired by the Enlightenment, which reached its  high point in the 
eighteenth century, notably in Great Britain. 
The Enlightenment symbolized reason, rationality and science and was a reaction to 
superstition and tradition. The philosophical concepts of the Enlightenment and the 
Gothic had two effects on the society of the eighteenth century. On the one hand, the 
importance of each individual person and his/her feelings were emphasized. On the 
other hand, people based their political and social views on rationality and were 
interested in new technologies and inventions. Consequently, the fantastic, irrational 
and supernatural plots of Gothic literature presented a welcome diversion and 
antagonism to the rational beliefs of the Enlightenment. In other words, the concepts 
of the Enlightenment and of Gothic fiction complemented each other admirably well, 
so that both the mind and the soul were satisfied. Furthermore, the audience, mainly 
the middle class, could escape into a fictional  and threatening world full of thrill and 
horror, but at the same time the readers remained "immune from real 
danger" (Stevens 10). In a way, the eighteenth century adult reader did what children 
still like to do nowadays: experiencing adventures that would never happen to them 
in real life. This impact on the reader is  clearly one reason why Gothic literature could 
emerge so rapidly and is considered to be a very interesting and mind-provoking 
genre up to this time. 
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1.3. The political factors of the Gothic
The Gothic movement did not only have an impact on Britain's historical and social 
developments, it influenced European politics as  well and brought many political and 
social changes for Europe. These changes in the society in turn shaped the Gothic 
as well. As  a result, one could say that the Gothic formed a kind of 
"synthesis" (Stevens 15) with the political and social values of the eighteenth century, 
since both concepts did not just coexist but influenced each other and were 
interdependent to a certain extent. 
From a political point of view, the period between 1750 and 1820 was of great 
importance for the development of the Gothic. One crucial aspect was the French 
Revolution  which started in 1789 and lasted for ten years. It had an enormous 
impact on the political issues, not only in France, but internationally as well. 
Metaphorically speaking, the French Revolution "sent shock waves around the 
world" (Stevens  16) and its  implications are still visible today. The main goals of the 
French Revolution were the abolishment of the feudalism of the corporate state and 
the circulation of the Enlightenment. As a consequence, the French Revolution was 
characterized by three devices: liberty, equality and fraternalism - all symbolizing the 
pursuit of human rights and finally causing the establishment of a constitutional 
monarchy in France. 
As we have seen, the three coexisting movements, namely the Enlightenment, the 
French Revolution and the Gothic, brought several positive changes for European 
society and politics. However, the collaboration of these three movements also led to 
confusion and insecurity among the people. The reason for this emotional state was 
the fact that the society had to face fundamental changes during the second half of 
the eighteenth century. Hence, the initial euphoria and optimism for radical reforms 
and change soon were replaced by profound despair and uncertainty concerning 
"how to visuali[z]e the future" (Stevens 16). Thus, nostalgia and deliberate escapism 
were typical phenomena of that time, which left their marks on the Gothic. 
Another consequence of the French Revolution was  the rise of the bourgeoisie in 
France and the middle class in Great Britain. However, we will now focus  on the 
changes in Great Britain. Until the eighteenth century, the British aristocracy was 
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more or less the only social class which had the power and the resources to design 
the landscape. Therefore, the aristocracy adapted the new Gothic architectural style 
for their properties, and hence remodeled their real estates and even whole villages 
and landscapes. However, in the eighteenth century, Britain's society had to face a 
shift of power: the middle class achieved more and more power and wealth, and ergo 
intervened in the landscape architecture, much to the disapproval of the aristocracy. 
Moreover, the industrialization and the extension of the transport system emphasized 
this  newly gained wealth and prestige. Interestingly, the British political system 
changed very slowly and reacted very cautiously to the social upheaval.  
The rise of the middle class and the industrialization had an enormous effect on the 
poor working class. While the towns grew constantly though chaotically, the 
countryside was confronted with impoverishment, so that the working class  tumbled 
into a crisis and longed for political reforms. Although the middle and the working 
classes sought equal treatment and improvements of their conditions, the society 
could not abandon the old social system that easily. The people were used to the fact 
that the society was divided intro three social classes: the powerful aristocracy, the 
wealthy bourgeoisie and the exploited working class.  As a result, the aristocracy was 
met with awe on the one hand, but on the other hand, this social class encountered 
much mockery and disrespect. In other words, as desperately as the working and the 
middle classes longed for a social upheaval, they did not dare belief that their dream 
and hope would come true. 
David Stevens sees  these strained relations between the aristocracy and the middle 
class as well as the working class as an important impulse for Gothic literature, since 
the ambivalent attitude towards the aristocracy was a favorite topic of the eighteenth 
century Gothic novel (see Stevens 15-17). However, the people's position towards 
the aristocracy was not the only relationship that had to undergo dramatic changes. 
The differences  between the middle class and the working class, or laboring class, as 
they were then called, grew larger as  well. The emerging middle class presumed 
themselves superior and thought of the working class  as untalented laborers. 
However, they depended on the working class, since it was the latter who actually 
created the new wealth. According to Stevens, this tension is  visible in Gothic fiction 
and might be a reason why Gothic authors tended to be sympathetic to the laboring 
class in their texts (see Stevens 16-17). 
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1.4. Key thinkers and writers of the Revolution
Stevens feels that the key thinkers and writers of that time also had a share in the 
historical, political and social changes (see Stevens 17-18). Important names in this 
context are Jean-Jacques Rousseau, Edmund Burke, Ann Radcliffe, Thomas Paine, 
William Godwin, Mary Wollstonecraft and her daughter, Mary Shelley. Although each 
of them has left their marks on the Gothic movement, I would like to comment on 
some in more detail. 
Jean-Jacques Rousseau (1712 - 1778), a French philosopher and author, is 
considered to be a precursor of revolutionary ideas who cleared the way for the 
French Revolution. His  ideologies  are most obvious in Emile, which was printed in 
1762, and in Confessions, which was published posthumously between 1781 and 
1788. Interestingly, he died eleven years before the French Revolution even started. 
Nevertheless, his  views and critique on the society and the social differences were a 
very up-to-date topic during the Revolution. 
Anne Radcliffe (1764 - 1823) composed with her Gothic novel, The Mysteries of 
Udolpho, a kind of refutation to Rousseau's Emile by criticizing Rousseau's  ideas on 
education. To emphasize the relation of these two novels, Radcliffe intentionally used 
the same first name for her main character [annot. Emily] as Rousseau [annot. Emile] 
did. 
Thomas Paine (1737 - 1809) was inspired by Rousseau's ideologies  and thus 
continued Rousseau's ideas in his own work. Furthermore, Paine was actively 
involved in the French and the American Revolution and propagandized his beliefs  in 
his work The Rights of Man, which was  published between 1791 and 1792, at a time 
in which the Revolution was in full operation. As a consequence, Paine was called a 
Gothic villain by the opponents of the Revolution, a fate which he shared with his role 
model Rousseau, and hence, many of his books and papers were burned in Britain. 
Another important key thinker of the eighteenth century was William Godwin (1756 - 
1836). His  novel The Adventures of Caleb Williams, which was first printed in 1794, 
was harshly criticized by the press, since Godwin had placed reason above emotions 
and feelings. Furthermore, his marriage with Mary Wollstonecraft (1759 - 1797) was 
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a thorn in many people's  side. The reason for the rejection of this union was the fact 
that Wollstonecraft herself was an active key writer in favor of the Revolution. As if it 
had not been bad enough for the anti-revolutionists that they were confronted with 
yet another key philosopher of the Revolution, Wollstonecraft being a woman was  the 
final straw for them. Wollstonecraft was not only a supporter of the Revolution, she 
fought for the rights of women as  well, notably for sexual equality. Predictably, her 
radical ideas caused much shock among the conservative party and urged Edmund 
Burke, one of the most important  philosophers of conservatism, to call her "a hyena 
in petticoats" (qtd. in Stevens 18). Wollstonecraft's most famous work is  A Vindication 
of the Rights of Women, which was published in 1792. The couple's daughter, Mary 
Shelley, led the way for Gothic fiction with her Gothic novel Frankenstein, which was 
published in 1818 and is  considered as one of the most famous Gothic novels in 
history. 
It should be mentioned here that, once again, the term Gothic was misused by both 
parties: the anti-revolutionists and those in favor of the Revolution. Both parties used 
the term to insult the opponent. The conservative party accused the revolutionists  of 
"unleashing uncontrollable, monstrous forces - horrifically gothic by nature" (Stevens 
18). In return, the revolutionary thinkers claimed that the conservative party 
desperately wanted to hold on to the past and was reluctant of any reforms and 
changes. Furthermore, the anti-revolutionists in Britain were said to be supporting the 
ancien regime in France as well. 
Understandably, the term Gothic was a very confusing and controversial notion for 
many people in the eighteenth century, but obviously reflected the emotional state of 
the people who were involved in the Revolution. Stevens emphasizes the relationship 
between the Revolution and the Gothic movement in literature as  can be seen in the 
following quotation:
 Such was the confused, confusing and incestuous relationship between the 
 key figures of this tempestuous era, especially apparent in their free use of 
 [G]othic imagery. Whatever the extent of the confusion, however, it is  likely 
 that the seeming coincidence of the [G]othic with revolutionary upheaval in 
 France - and the threat of its  spread to Britain - gave [G]othic imagery a 
 lifeline at a time when its  influence was perhaps already beginning to 
 sag. (18)
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Maggie Kilgour even goes a step further in The Rise of the Gothic Novel, which was 
published in 1995, by explaining the close relation between Gothic literature, which is 
often called literature of terror, and the terrors of the Revolution as is  shown in the 
following statement:
 Despite its  engagement of contemporary issues, it might have been an 
 aesthetic dead end, a one-shot eccentric mutation on the literary evolutionary 
 line, if the terrifying events of the 1790s had not made it an appropriate 
 vehicle for embodying relevant political and aesthetic questions. While the 
 nature of the past, and its  relation to the present, was debated throughout 
 the 18th century, it gained new life with the French Revolution, as the Terror 
 proved fertile for the literature of terror. (qtd. in Stevens 18)
1.5. The spiritual context
As we have seen, the eighteenth century, especially its second half, was  marked by 
an enormous political and social upheaval due to the Revolution, the Enlightenment 
and the Gothic movement. Unsurprisingly, these movements have left their marks on 
the spirituality and the religious belief of the society as well. 
The Gothic concept is often seen as "a reaction to a century or more where 
rationality, empiricism and classicism were the dominant ideological forces" (Stevens 
19). Stevens thinks that this  point of view is only one way of looking at the Gothic, but 
feels that it leaves out some aspects that are equally important for this literary genre 
(see Stevens 18-20). For example, Gothic literature is well-known for its supernatural 
and sometimes even horrific plots. While some have found this storyline distracting 
ever since, others think that the Gothic authors used this literary device to galvanize 
the society of their lethargy. Others claim that Gothic literature simply wanted to fulfill 
the society's wish to sensationalism. It cannot be ruled out here that this sensational 
literature could also be seen as a mockery of the society. 
However, the rationalism and empiricism caused a shift in the people's  religious 
belief. On the one hand, the majority of people believed in Christianity, but on the 
other hand, God was an abstract, indefinite phenomenon for them. Furthermore, their 
belief in the supernatural and superstition, which had been suppressed by the 
Enlightenment, could revive, although in a weakened version. Whereas religion still 
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had a clearly hostile attitude towards  any kind of occultism, such as magic, more and 
more people were interested in these undercurrents. After all, the witch-hunt had 
ended in the mid-eighteenth century. Hence, it did not come as a surprise that Gothic 
literature willingly dealt with these topics. 
The controversial relationship between the religious belief and the interest in the 
occult can best be described by the following quotation:
 It is  precisely this 'inverted relationship' which is so interesting, suggesting 
 that there is something profoundly spiritual about these occult beliefs and 
 imaginings even when, possibly especially when, they are opposed to more 
 orthodox positions. It may well be that it is this  closeness, almost a symbolic, 
 twin-like relationship, between the orthodox and the unorthodox which led to 
 the most forceful criticism  and denunciation of the [G]othic tendency from 
 conventional Christian believers of the  time. The harshest criticism of any 
 idea or movement often comes from those closest to it, as a way of avoiding 
 an embarrassing consciousness of this very intimacy. (Stevens 20) 
1.5.1. Coleridge and The Rime of the Ancient Mariner
The writer who is thought to be the best representative of the spiritual context of the 
Gothic is the poet Samuel Taylor Coleridge (1772 - 1834). His best known poem, The 
Rime of the Ancient Mariner, which was written in 1789, is considered to be the 
personification of the opposed notions of the Gothic spirit: the fascination for the 
unconventional on the one hand, and the "deeply felt need to adhere steadfastly to 
conventional belief" (Stevens 20) on the other hand. 
The long poem deals  with an old sailor who has just returned from a long sea voyage 
and who is  telling his story to a groom who is on his way to his own marriage. The 
groom learns that the sailor once took a fatal decision: He killed the albatross who 
had led him and his  crew out of the Antarctica. Since the crew considered the 
albatross to be their godly messenger, they feared that they would be cursed and 
therefore, forced the sailor to wear the dead albatross  around his neck instead of a 
cross. Some time later, the crew's fear proved to be true. They met another boat on 
which Death and Nightmare Life-in-Death started to throw the dice for the crew's 
lives. Death won the crew and Life-in-Death got the old sailor. Hence, all died except 
for the old sailor, who was then forced to live with his crew's curse. As soon as the 
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old sailor had recognized the beauty of the sea dwellers, the spell was broken and 
the crew was alive again. With the help of the good forces, the ship reached its 
homeland. Unfortunately, right before the harbor, the ships sank and the old sailor 
was the only survivor. Saved by three men, the old sailor was willing to confess his 
sins immediately. From this moment on, the sailor wanders around to tell his story to 
the people. 
Due to the poem's religious plot with many biblical references, The Rime of the 
Ancient Mariner is  interpreted as a symbol for sin and absolution. An example for the 
biblical references is the resurrection of the dead crew. At the end of the poem, 
Coleridge praises God's mercy and it seems as if Coleridge wanted to somehow 
excuse his use of supernatural plot by putting it into a religious context. 
 
 He prayeth best who loveth best
 All things both great and small;
 For the dear God who loveth us, 
 He made and loveth all (qtd. in Stevens 20)  
Coleridge was torn between the two opposing concepts of the Gothic spiritual 
concept. On the one hand, Coleridge was interested in sensationalism and therefore 
used supernatural events  in his  work. On the other hand, he obviously felt the need 
to excuse himself for the surreal topics  and tried to put them into a religious context. 
This  indetermination might also be the reason why so many works of Coleridge 
remained unfinished. Despite the supernatural plots in many of his works, Coleridge 
interestingly is more considered to be a writer of the romanticism than the Gothic. We 
will look at the relationship between these two literary eras later in more detail. 
1.5.2. Religion and superstition 
When talking about the spiritual context of the Gothic movement, we cannot 
disregard the fact that the religious education of both the author and the audience 
played an enormous role. Those authors who had had a very conservative religious 
education obviously struggled with the Gothic's attitude towards religion and 
spirituality. As a consequence, those writers were strongly influenced by their 
religious beliefs, which is visible in their work as well, as we have seen with 
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Coleridge. Stevens argues that the opposing relationship of the Gothic concerning 
the spiritual concept is an essential aspect of the Gothic movement. It did not only 
influence the authors in their lives, it also affected the authors in their creativity while 
producing a new piece of literary art. Hence, their world-view can also be seen in 
their fictional characters: their character traits  and their behavior. Due to the writer's 
religious education and the romantic theory, children represented purity and 
goodness. However, Stevens emphasizes that many personae do not always  fulfill 
the concept of the good and the evil. 
 The impact of education or indoctrination, and the relationship between the 
 two, was in fact fundamental to the [G]othic world-view, as it was for the 
 entire  Romantic movement. The subject would find perhaps its  fullest 
 consideration and debate in Mary Shelley's Frankenstein, but it also 
 permeates every other [G]othic novel to a greater or lesser degree. And of 
 course the nature of the education depends ultimately on the view of human 
 nature which underlies  it, especially in terms of the spiritual destiny of human 
 kind. The Romantics, following Rousseau, tended towards a view of human 
 nature as fundamentally good - hence their frequent evocation of childhood 
 purity. In so far as the [G]othic is  part of this movement, its exponents 
 shared this opinion. But the reader can never be quite sure: in the [G]othic 
 shadows there may be something rather more sinister lurking, and frequent 
 gory descriptions of the effects of evil suggest the opposite of a 
 Rousseauesque celebration of innocence. (22) 
As we have seen, the Gothic movement is a reflection of the society of the eighteenth 
century, the  political and social changes it had undergone, and represents its 
religious belief. Since the eighteenth century was marked by so many essential 
changes, it is  quite understandable that the Gothic movement influenced other 
important aspects of life as well, as we shall see in the next section. 
1.6. Gothic influences in the arts
So far, we have learned that the Gothic movement was inspired by the historical, 
socio-political and religious changes of the eighteenth century. Understandably, these 
changes left their marks in the various arts  as well. Thus, the Gothic was prominent 
in art, architecture, the landscape and in literature. Once again, I will mainly rely on 
Stevens' The Gothic Tradition2 unless indicated otherwise. 
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2 Cf. Stevens, David. The Gothic Tradition. Contexts in Literature. Cambridge: Cambridge University Press, 
2000, 10-14, 36-39.
1.6.1. Art
In art, painters dealt with fantastic subjects and (religious) superstition, so that 
terrifying monsters and threatening scenes were a very prominent feature. Moreover, 
Gothic paintings showed the relationship between reason and fantasy and 
emphasized on their interaction as co-operating aspects of the performing arts. 
Important works of Gothic painters are Goya's Sleep of Reason (1799), Henry 
Fuseli's The Nightmare (1782), John Flaxman's Chatterton receiving Poison from the 
Spirit Despair (1780), William Blake's  Good and Evil Angels (1795), Caspar David 
Friedrich's The Cross in the Mountains (1808), John Martin's The Bard (1817), 
Eugene Delacroix's  The Death of Sardanapalus (1827), Richard Dadd's The Fairy-
Feller's Master Stroke (1864) and Gustav Doré's illustration of Coleridge's The Rime 
of the Ancient Mariner in 1875, to name but a few. 
1.6.2. Architecture
In architecture, the wealthy aristocracy, as well as  many Gothic writers, hired 
architects to remodel their real estates according to the Gothic trend. Thus, their 
properties were transformed into ruined and deserted looking properties, dead trees 
were planted into gardens  and a mocking style of abbeys, castles and hunting lodges 
were imitated. This was  all done to create the typical Gothic atmosphere of feeling 
unease and to achieve a "ghoulish effect" (Stevens 13). It goes without saying that 
many people enjoyed the re-decorating stage much more than actually living in the 
newly redesigned buildings. 
1.6.3. Gothic music
As for music, one can find Gothic influences on classical music in the eighteenth and 
nineteenth century as well. The most famous one is Hector Berlioz's  Sinfonie 
Fantastique, which consists  of a witches' dance. However, it is  "rock music that has 
been most profoundly moved by the [G]othic" (Stevens 38). In the 1960s, there was  a 
heavy rock music activity which produced several rock bands and different styles of 
rock music, all under the influence of the Gothic movement. Famous Gothic rock 
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bands are Black Sabbath, the Southern Death Cult, the Cure, the Sisters of Mercy, 
Theatre of Hate and Siouxsie, to name just a few. Those bands' names already show 
the image conveyed. The music journalist Mick Mercer described the Gothic 
movement in music in his Gothic Rock Black Book in 1988 as 
 ... [sic!] [a] violently childish dreamworld, involving immense amounts of 
 energy and play-acting ... [sic!] Wracked with religious  imagery, slippy with 
 sexual inference, Goth onstage is  rarely happy. Goth offstage is  a hoot. Goth 
 onstage cries, growls and scowls. Goth offstage goes quietly insane and 
 wraps itself in drunken worship, pagan worship,and the loins of 
 psychologically damaged French philosophers. (qt. in Stevens 38) 
1.6.4. The Gothic revival
In the 1960s, the revival of the Gothic did not only influence the music, it was also 
visible in modern media: films, motion-pictures, the internet and video games. 
Famous Gothic series of the 1960s are The Munsters and The Addams Family, 
where the priority was given to their comic aspect. In the 1990s, there was a change 
in the perception of the Gothic. Thus, the comic aspect was left behind and the focus 
lay on the Gothic elements. Famous Gothic series of that time are Twin Peaks, The 
X-files and Buffy the Vampire Slayer. While the Americans where very successful 
with the production of Gothic series, the Britons famously adapted Gothic literary 
classics, such as Dracula and Frankenstein. 
The Gothic revival also affected the internet and the video games. As for the internet, 
one can find numerous websites concerning the Gothic with all its subcategories: 
Gothic music, Gothic movies, Gothic fashion and Gothic literature. The same applies 
to video games, these have also been influenced by the Gothic and thus show many 
Gothic characteristics. 
While architecture, the landscape and art were a privilege of the aristocracy in the 
eighteenth and nineteenth century, the Gothic novel became a more and more 
booming phenomenon of the middle class, but especially for women. Due to the 
widening literacy, reading became a prominent feature of the every day life of the 
middle class. Since the main focus of this diploma thesis is  to give an overview of 
Gothic literature and to analyze sample novels of this  literary genre, we will now have 
a closer look at Gothic literature, as well as its characteristics.
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2. Gothic literature
In this chapter we will have a closer look at Gothic literature. Consequently, I will 
discuss how the Gothic developed and will show that it is considered a controversial 
genre for several reasons. First, the Gothic was influenced by other already existing 
literary genres, and second, the structure of Gothic texts is usually open and does not 
follow strict rules. Finally, I will introduce some critical approaches concerning the 
Gothic to underline the fact that literary critics do not agree upon this genre. 
2.1. The birth of a new genre
Gothic fiction developed in the second half of the eighteenth century, at a time, as we 
have learned in the first chapter, that was affected by enormous changes, not only in 
one area of life but more or less in all of them. These unstable circumstances  led to a 
new movement that did not only reflect the upheaval of a whole century but had an 
immense influence on a whole society as well. This movement is known as the 
Gothic which also left its mark on the arts. Consequently, the Gothic became a 
prominent feature in literature too. More precisely, this movement created a new 
literary genre: the Gothic literature, which, after a rapid rise in the 1760s, was one of 
the predominant genres in literature until the 1820s. However, Gothic literature was 
not only under the influence of the Gothic movement of the 18th century, other literary 
forms of that time have left their marks on Gothic texts as well.
2.2. Literary genres that influenced Gothic literature
2.2.1. The romance and the novel
In the eighteenth century, poetry was seen as the most advanced and skillful genre in 
literature, and for some people this is still true nowadays. Three centuries ago, the 
novel was a relatively new form, which had developed from romantic literature and 
which was seen as "distinctly inferior" (Stevens 23) by critics. However, due to the 
growing literacy as well as the increasing female readership, the novel soon became 
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a very popular genre. Furthermore, many of the important writers  of the eighteenth 
century novel were women, such as Ann Radcliffe, Mary Shelley, Jane Austen and 
Emily Brontë, to name but a few. Understandably, these authors also played an 
important role in Gothic fiction. According to Stevens, a possible explanation could be 
that women at that time were excluded from male-dominated "higher arts" (23), such 
as poetry and philosophy. Thus, the women's use of the novel was on the one hand a 
reaction to that injustice, but on the other hand, served as their publicly 
communicative device. In other words, the novel allowed women to express 
themselves artistically. 
It comes as no surprise that this tendency came much to the (male) critics' chagrin. 
Due to the Gothic novel's plot and themes, the critics were concerned with the 
possible negative consequences of this genre for women. They feared that women 
could be blinded by the Gothic romanticism and hence be affected by mens' 
devotion. In their opinion, this  could lead to a precipitous wedding and a 
subsequently unhappy marriage. 
Since the critics linked Gothic novels, and the eighteenth century novel in general, to 
romanticism and sentimentalism, some of them did not see any difference between 
the terms "novel" and "romance", and thus used these two expressions 
synonymously. At the end of the eighteenth century however, literary analysts started 
to distinguish between these two notions. The Gothic writer Clare Reeve aptly 
describes it in The Progression of Romance (1785): "The Romance is  an heroic 
fable, which treats of fabulous persons and things. - The Novel is a picture of real life 
and manners, and of the times in which it was written" (qt. in Stevens 24) . 
Eventually, Stevens feels that Gothic literature profited from the influence of both the 
eighteenth century novel and romanticism, and therefore developed to a new literary 
form that  used devices from both genres. 
2.2.2. Poetry and drama
Gothic literature was geared to medieval literature and its themes. Since the novel 
had not existed yet in medieval times, poetry had been the predominant genre in 
literature. Therefore, many Gothic texts  contain long poetic quotations, as  it is  the 
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case in Matthew Lewis's  The Monk (1796) and The Italian, which was published one 
year later. Poetry was also suitable for expressing the medieval romanticism. One 
only has to think of the minnesingers  and their ballads. Furthermore, medieval 
literature offered sensational topics, such as love, betrayal and death and thus met 
the taste of the eighteenth century Gothic reader. 
Metaphorically speaking, these highly dramatic topics cried out for being actually 
performed on stage. Ergo, it does  not come as a surprise that many Gothic writers 
tried their luck in poetry as well, though their implementation was often moderately 
successful. Furthermore, Gothic novels have been a famous source for adaptations 
into drama versions. The most important examples are Mary Shelley's Frankenstein 
and Bram Stoker's Dracula. 
2.3. Gothic fascination for the past
The first Gothic novel is  considered to be The Castle of Otranto, which first appeared 
on Christmas  Eve in 1764. It was said to be A Story translated from the Italian 
language of a sixteenth-century monk called Onuphrio Muralto. In his preface, the 
translator, who preferred to stay anonymous, asked the readers  to excuse its "air of 
the miraculous", since the story contains supernatural happenings. After The Castle 
of Otranto was successful, the translator, Horace Walpole, revealed himself as the 
author and criticized the lack of imagination of the modern novel. An aspect which led 
him to set his  novel in a medieval setting with a supernatural plot. Thus, this  Gothic 
text demanded a lot of imaginativeness from the readers. Walpole published the 
second edition with a new preface in which he discussed his concern in more detail: 
He wanted to combine the ancient romance with the modern one, since the latter 
focused mainly on the imitation of nature, whereas the former allowed imagination 
and fantastic plots: 
 [Walpole's  Gothic novel] was an attempt to blend two kinds of romance, the 
 ancient and the modern. In the former all was imagination and improbability: 
 in the  latter, nature is always intended to be, and sometimes has been, 
 copied with  success. Invention has not been wanting; but the great source 
 of fancy have been dammed up, by a strict adherence to common life. (qt. in 
 Howard 12) 
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It is not without reason that the first Gothic novel was set in a medieval context. In 
fact, Gothic literature shows an obvious fascination for the past, more precisely for 
the medieval times. Maggie Kilgour argues in The Rise of the Gothic Novel that this 
fondness for bygone events results from the revolutionary movements "of the 
seventeenth and eighteenth centuries which enabled the rise of the middle 
class" (11). 
She further explains that "the [G]othic is especially a revolt against a mechanistic or 
atomistic view of the world and relations, in favour of recovering an earlier organic 
model" (11). Hence, the interest of the Gothic in the medieval times could be seen as 
a kind of nostalgia that idealizes the Middle Ages as an "organic wholeness" (11). 
With this expression, Kilgour refers to the fact that people were defined in the ancient 
times according to their social status and their political influence. This view was in 
contrast with the social changes of the eighteenth century and the rise of the 
bourgeoisie. Consequently, many people were overstrained with the new and quickly 
changing "world order", and therefore longed for the ancient and well-known times in 
which everything seemed to be in best order. Interestingly, our society of the twenty-
first century has not only preserved this  notion, but has transferred it to perfection: 
our modern world is marked by the "autonomous and self-regulating individual" (11). 
Due to the fascination of Gothic literature for the past, the ballad was revived under 
the Gothic movement. The ballad originally developed in the Middle Ages and was a 
form of verse, often a narrative set to music, and was  thus sung by minstrels. The 
themes of the medieval ballad were wide-ranging: On the one hand, they dealt with 
religion, love and passion, but on the other hand there are many ballads that contain 
supernatural themes, such as magic. Furthermore, medieval ballads  often praised 
historic and/or legendary events. As a consequence, the ballad met the taste of the 
eighteenth and nineteenth century reader and was frequently imitated in literature. 
Moreover, already existing ballads were adapted and/or newly interpreted. A famous 
example for a Gothic ballad is  Coleridge's  The Rime of the Ancient Mariner, which I 
have already discussed in the first chapter. Other important representatives of the 
literary ballad are Robert Burns (1759 - 1796), Sir Walter Scott (1771 - 1832), Johann 
Wolfgang von Goethe (1749 - 1832), and Friedrich Schiller (1759 - 1805). 
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Regardless of the certainty that Gothic literature was accepted as a new genre not 
until the eighteenth century, we should not ignore the fact that literature has already 
showed Gothic elements in earlier times. One of the most famous precursors  of 
Gothic fiction was the popular British dramatist and poet William Shakespeare (1564 
- 1616). With his  sinister settings, mysterious characters, as well as tragic and 
sometimes surreal plots Shakespeare understood the importance of literary devices 
to create a certain atmosphere in his texts. Stevens offers some examples:
 Some of the settings and plots created by William Shakespeare illustrate why 
 he was so beloved of the [G]othic, for example: the opening of Hamlet, 
 with soldiers on castle battlements  anxiously awaiting the return of a 
 ghostly visitor; the tragic deaths  of Romeo and Juliet in the dark vaults  of  t h e 
 family tombs; Macbeth's encounters with 'the weird sisters'. (48) 
2.4. The Gothic as a controversial genre
Gothic fiction is one of the most controversial genres in literature. One of the main 
reasons why Gothic literature is a highly debated genre is the open structure of 
Gothic texts. That means that authors  of this literary form do not seek to fulfill strict 
rules about the structure, but instead operate according to their own beliefs 
concerning the sequence of a story. Furthermore, Gothic fiction is often linked to 
fantasy, since its  plots often consist of fantastic or surreal happenings or locations. 
Moreover, as we have seen at the beginning  of this chapter, Gothic literature has 
been influenced by other literary genres, which might explain the seemingly 
accidental structure of Gothic texts. As a consequence, many literary theorists  and 
critics  do not consider Gothic fiction as a unique genre, but think of it only as a sub-
genre of other already existing literary genres. 
"Gothic fiction is a literature of nightmare" (3) Elisabeth MacAndrews wrote in The 
Gothic Tradition in Fiction in 1979. With this statement, MacAndrews got to the heart 
of this genre, which is characterized by its fantastic setting and dream land-like 
events and characters. Gothic texts deal with people's  vague fears that slumber in 
our subconsciousness. These fears must have been a predominant aspect for the 
people of the eighteenth century, who had to adjust themselves and their lives to the 
vast changes of that time. Jessica Bomarito has analyzed this  fact as  follows in 
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Gothic literature:
 The Gothic worlds depicted fears  about what might happen, what could go 
 wrong, and what could be lost by continuing along the path of political, 
 social, and theological change, as well as reflecting the desire to return to 
 the time of fantasy  and belief in supernatural intervention that characterized 
 the Middle Ages. In some  cases Gothic narratives  were also used to depict 
 horrors that existed in the old social and political order - the evils of an 
 unequal, intolerant society. In Gothic narratives writers  were able to both 
 express the anxiety generated by this  upheaval and [...] increase [the] 
 society's appreciation and desire for change and progress. (1)
In doing so, two concepts  were very important for Gothic literature: the notion of the 
good and the evil, as well as the one of the human mind. The use of these two 
concepts fulfilled a didactic purpose. The reader should arouse his/her sympathy for 
the characters and should identify himself/herself with the personae so that the "evil 
might be avoided and virtue fostered" (MacAndrews 4). Gothic literature shares  this 
didactic device with the Sentimental novel, a literary genre which developed 
simultaneously with Gothic fiction in the eighteenth century. 
Hence, psychology played an important role in the eighteenth century and shaped 
this  new genre as well. The representation of the good and the evil in Gothic texts, as 
well as their supernatural and fictional plots, which were used as symbols of the 
people's fears and nightmares, were based on the psychological knowledge of the 
eighteenth century about the human mind. Thus, gothic authors used the same 
characters and settings over and over again, especially in the nineteenth century, so 
that many critics speak of a "Gothic machinery or claptrap" (MacAndrews 4) when 
looking at the presentation of the evil and its nature in Gothic fiction. 
The apparently constant danger in Gothic texts was a very appealing device for the 
"sensation-seeking audience" (MacAndrews 4) and led critics  to see Gothic literature 
as "escape literature, intended to inspire terror for terror's sake" (MacAndrews 4). 
Elizabeth MacAndrews feels that this  unilateral view on Gothic literature does not do 
justice to this interesting genre, since it is a very shallow way of looking at gothic 
texts. According to MacAndrews and many other critics, there is  much more involved 
in Gothic literature than just "a continuing taste for a ghoulish kind of bedside 
reading" (5). This  leads us to the main problem of Gothic fiction, namely that the 
literary critics fail to agree on the essential characteristics  of this genre. As a 
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consequence, Gothic fiction has been considered as one of the most controversial 
genres in literature ever since its first appearance (see MacAndrews 4-5).  
2.5. The structure of Gothic fiction
Another reason why Gothic literature is a highly debated genre is its  open structure. 
The Gothic style and narration has been seen as a chaotic and crude way of telling 
stories.  We will now have a closer look at the structure of Gothic fiction. 
After publishing the first Gothic novel The Castle of Otranto, Walpole hoped that the 
Gothic would be accepted as a new genre of itself. However, all works that were 
published after The Castle of Otranto were linked to other already existing genres  of 
literature, as the following statement of Jacqueline Howard shows. Thus, at that time, 
Gothic fiction was  not seen as a unique genre, but as  "a combination of styles, 
including a fantastic discourse" (Howard 12). The fantastic discourse of Gothic 
literature caused much concern at that time since people feared that the supernatural 
events might trouble the reader. 
As I have already mentioned earlier, it is  true that Gothic literature has "a wide range 
of literary sources out of which it emerges and from which it never fully disentangles 
itself" (Kilgour 4). These literary sources are, for example, 
 
 [the] British folklore, ballads, romance, Elizabethan and Jacobean tragedy 
 (especially Shakespeare), Spenser, Milton, Renaissance ideas of 
 melancholy, the graveyard poets, Ossian, the sublime, sentimental 
 novelists (notably Prevost, Richardson, and Rousseau), and German 
 traditions (especially Schiller's Robbers  and Ghost-Seer). (Kilgour 4) 
As a consequence, Kilgour speaks  of Gothic literature as a literary form that is  itself 
"a Frankenstein's monster, assembled out of bits  and pieces of the past" (4). The 
Gothic writer Matthew Lewis (1775 - 1818) once famously defended this 
phenomenon with the statement "All invention is but new combination" (qt. in Kilgour 
4). 
Nowadays, many formalist, structuralist and psychoanalytic approaches tend to 
present Gothic fiction as  a genre with a fixed form and structure (see Howard 12-18). 
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That means that these approaches regard the structure of Gothic texts as necessarily 
open and "chaotic" and feel that Gothic literature has to be implemented in only this 
way. It goes  without saying that every single Gothic author has his/her unique style 
that distinguishes  his/her texts from those of other Gothic writers - a fact that is  true 
for all literary genres. Thus, those literary analysts do not only ignore the differences 
of the texts, but criticize their uniqueness as failure of the author. They interpret the 
personal styles as a "profound uncertainty" of the authors (Howard 14), which they 
trace back to the mixing of different genres, such as "fairy tale, romance, Jacobean 
drama, and the novel of manners" (Howard 14). Moreover, those critics believe that 
the authors  "were unable or unwilling to resolve moral and aesthetic 
problems" (Howard 14) and thus  see the Gothic style as a "narrative 
incoherence" (Kilgour 5). Howard tries to explain the reason for this understanding of 
Gothic literature:
 Such a view is  based on the belief that the novel, as its best, is  a unified, 
 seamless whole. It also ignores the role of the reader in interpretation and 
 denies a text's  potential to mean differently in different historical and 
 social contexts of reading. We need to remember that Gothic fiction, like  any 
 other genre, carries much that is culturally specific - ideological, aesthetic, 
 and literary norms, which are received and interpreted or 'rewritten' via 
 readers on the basis of their own interests, their own cultural and 
 institutional, as well as personal, history. (Howard 14-15)
With this statement, Howard addresses an important issue of literary analysis to 
which the critics, as well as the readers, should pay attention. On the one hand, a 
literary text is embedded in its historical, social and cultural context and therefore, the 
author is influenced by these circumstances when creating a new literary piece of art. 
On the other hand, as time passes, this  background changes as well, so that a text 
can have different meanings in different times for the readers. As a consequence, 
literary conventions of the various genres cannot remain stable for all times but have 
to adjust themselves to the given facts. This fact is also true for Gothic literature. 
We have learned at the beginning of this  chapter that psychology played an important 
role in Gothic literature. Consequently, the presentation of the good and the evil in 
gothic texts was based on the psychological concept of the eighteenth century. Within 
the nineteenth century, one can observe a change in the perception of the evil in 
Gothic literature. Within the eighteenth century, the good and the evil were seen as 
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either black or white. Thus, a person could only be either purely good or purely evil. 
In other words, the one excluded the other, a mixture of both within one person was 
not considered possible at that time. One century later, people had a totally different 
perception of the good and the evil. Thus, the good and the evil were no longer seen 
as either black or white but as a thousand shades of grey. That also meant that the 
same person could be both good and evil at the same time. This change of the 
concept of the evil was  closely linked to a new psychological knowledge of the 
human mind. Understandably, this  new cognitive understanding affected the 
depiction of the evil in Gothic texts as well as we shall see later in chapter three when 
talking about typical Gothic characters. 
Moreover, in the nineteenth century Gothic writers did no longer just copy Walpole's 
style, but started to use his devices differently in their own texts. According to 
MacAndrews (see MacAndrews 3-10), the Gothic authors of that time had 
"recognized the possibilities of the new genre for the expression of some of the 
prevailing views of their age" (6). Hence, each writer added  new devices to this 
literary genre, which MacAndrews also sees as a literary convention. The new 
concept of the evil can be best described with the following quotation:
 Thus, Mary Shelley, Edgar Allan Poe, and Nathaniel Hawthorne added 
 twisted scientists to the mad monks of Lewis  and Radcliffe. Among 
 distorted human shapes  inherited from the eighteenth century, monsters 
 and demonic animals appeared in the nineteenth. The ghosts and devils of 
 Walpole, Reeve, Lewis  and Radcliffe, reappeared considerably modified in 
 Maturin, Le Fanu, Brontë, and James, and to them and Beckford's Giaour 
 were added vampires  and witches. Settings were changed from medieval to 
 contemporary, a man's house turned out to be still his Gothic castle and his 
 soul, already reflected in paintings and statues, began to look back at him in 
 mirrors and, worse still, from his double, a living, breathing copy of 
 himself. (MacAndrews 7) 
Howard furthermore states  that one should take into account the Bakhtinian 
approach for analyzing Gothic texts. Mikhail Bakhtin was a Russian philosopher, 
literary critic and semiotician in the twentieth century who regarded the Gothic genre 
as a plural form of different speech genres, both formal and informal ones. Hence, 
professional jargons, such as medical or judicial discourses could occur, as well as 
typical features of every day communication, e.g. songs, lists, diary entries, letters 
and so forth. Due to the tendency of the Gothic of using multiple discourse and its 
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open structure, Howard claims that Gothic fiction should be seen as dialogic. Bakhtin 
used the term 'heteroglossia' (Howard 17) to refer to the different "voices" that occur 
in Gothic novels. 
 
 Bakhtin's theory of dialogism in the novel allows us to situate individual 
 Gothic romances, novels, and tales with a greater degree of historical, social, 
 and cultural  specificity and to reflect on ways in which different 
 interpretations  can be, and have  been, generated. By demonstrating the 
 'multi-voiced-ness' of Gothic texts, we can affirm that any aesthetic or political 
 claims made for the genre are closely dependent on which discursive 
 structures are privileged in the reading process. (Howard 17)
George Haggerty (in Gothic Fiction / Gothic Form, 1987) has a totally different view 
concerning the Gothic's open structure and fantastic plot. According to Haggerty, 
these two aspects are closely linked and form the basic element of Gothic fiction. 
Regarding the surreal scenario of Gothic literature, Haggerty agrees with Wolfgang 
Iser and his opinion on literary facts, which Iser published in The Act of Reading:  
 For the literary text there can be no such "facts"; instead we have a 
 sequence of  schemata, built up by the repertoire and the strategies, which 
 have the function of stimulating the reader himself into establishing the 
 "facts". There can be no doubt that the schemata of the text appear to relate 
 to "facts", but these are not 'given' - they must be discovered or, to be more 
 precise, produced. (qt. in Haggerty 1) 
Iser here emphasizes that facts in literature generally are created products, not only 
in Gothic literature. With the help of certain schemata and strategies these facts  then 
might seem realistic to the reader. Nevertheless, one should keep in mind that a vast 
majority of these facts are invented and hence, cannot be taken as real. Therefore, 
Haggerty claims that the use of unrealistic happenings  in Gothic literature was not a 
new strategy, although he admits that the level of surreality was different in this  new 
genre. 
In Haggerty's judgment, Walpole's  Castle of Otranto was a successful attempt to 
break with the traditional novel, and as a result with the conventions of the 
eighteenth-century novel. The formal instability and the new storyline of Gothic 
novels  should be seen as an intentionally caused manipulation of a genre, namely 
the traditional novel, with the endeavor to achieve a new understanding of this literary 
form as Haggerty puts it in the following quotation:
25
 What really takes place [in the Gothic novel] is  a process of formal 
 insurgency, a rejection of the conventional demands of novel form, first within 
 the gloomy confines of Gothic novel, causing disruption and inconsistency, 
 and later as  a liberated and liberating alternative to the conventional novel. 
 Gothic fiction, in other words, plays  out a formal drama which is  itself Gothic 
 in its implications. (Haggerty 3) 
Haggerty sees the rejection of the conventions of the traditional novel as one main 
reason for the formal instability in Gothic literature. In his  opinion, there is another 
explanation for this "formal muddle" (Haggerty 8). According to Haggerty, Walpole 
was interested in giving his own dreams, and especially his  nightmares, a fictional 
form. It goes without saying that dreams and nightmares are characterized by erratic 
and incoherent sequences and happenings, which often leave the person concerned 
in a confused state when waking up. Hence, Haggerty thinks it logical to find this 
disturbing structure in Gothic literature as well and sees Walpole's  narrative form not 
only as "a desire to offer a new perception of things", but also as an intention to "view 
reality in a new way" (5). One could say as well that Walpole "wanted to change the 
concept of reality itself" (Haggerty 5). 
To achieve at this goal, it was equally important for Walpole to use a certain 
vocabulary, that would have an immediate effect on the reader: the mind gets 
instantly linked with  emotions  and moods. In other words, psychological themes and 
the vocabulary in Gothic literature are combined in a way that "the language itself 
reaches uncharted territory in order to express the seemingly supernatural 
power" (Haggerty 6). 
"This psychological bond", as  Haggerty puts it, is a fruitful fact, which helped Gothic 
literature to develop to an "affective form" (Haggerty 8). Howard's  reflection on 
Haggerty's affective form is the following:
 By this term he means the 'shift in sensibility', 'new perception of things', or 
 external objectification of an imaginative world which can leave the reader 
 unable to distinguish what is real - a notion which, as  we shall see later, is 
 close to Todorov's  definition of the fantastic. For Haggerty, Gothic devices are 
 'metaphorical vehicles' which have 'the power to objectify subjective states of 
 feeling'. However, 'they can only be expressed by each reader in his or her 
 private terms'. (Howard 14)
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2.6. Critical approaches on Gothic fiction
Recent studies of Gothic fiction include other literary theories such as  the 
psychoanalytic, and the feminist theories "to offer a wide range of interpretation and 
assessment of the Gothic's social and political significance." (Howard 13). With the 
help of these critical approaches, I try to emphasize on the fact that the Gothic is not 
only a part of literature but has affected other important aspects of life as well, as we 
have seen in the first chapter. For example, the Gothic movement caused dramatic 
changes in society, politics  and religion. One only has to think of the French 
Revolution and the rise of the bourgeoisie. Thus, it is  not surprising that women 
profited from these changes as well. For the first time,  female writers  were not only 
accepted as writers  but also were successful with it. Famous examples of female 
Gothic writers  are Anne Radcliffe and Mary Shelley. Finally, the Gothic also shaped 
the new understanding of psychology, as we will see in the following section. 
2.6.1. Gothic psychology
According to Stevens (see Stevens 51-53), psychology plays  an important role in 
Gothic fiction due to the strong appeal of the Gothic to the reader. The compelling 
plot in Gothic texts allow the reader to experience something that is greater than 
normal and which pulls the reader out of the daily routine. Thus, famous 
psychoanalysts, such as Sigmund Freud, were interested in analyzing Gothic fiction. 
Freud mainly studied the sexuality and sexual violence in Gothic fiction. Furthermore, 
the representation of the characters in Gothic literature was based on stereotypes 
and fulfilled a didactic device as I have already mentioned in the second chapter of 
my diploma thesis. 
Especially in the eighteenth and nineteenth century, the reader's attention had been 
drawn to the dangers of everyday situations, namely lust for adventure, seduction 
and sexuality. Moreover, the Gothic of that time often did not have a positive opinion 
on christianity. Finally, the emphasis on emotional adventures supported the critics' 
fear that young readers, notably female ones, could tend to expect this  high level of 
excitement in real life as well. Consequently, such readers  were expected to end up 
in lethargy and apathy as soon as they would realize that the Gothic adventures did 
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not represent real life encounters. 
2.6.2. Women and the Gothic
In Reading Gothic fiction. A Bakhtinian Approach (see Howard 53-105), Jacqueline 
Howard explains that since the mid 1970s, many critics, such as  David Punter and 
Rosemary Jackson, have tried to present Gothic literature as a female genre. They 
argue that the eighteenth century was a revolutionary era which was marked by 
many changes in historical, political, social and religious  context. Hence, it is not 
surprising for these critics that women at that time used this revolutionary literary 
genre for their own revolution - the fight for equal rights and independency. As 
Howard quoted, Ellen Moers explains in Female Gothic: The Monster's Mother 
(1974) that the female Gothic literature was a way for women of the eighteenth 
century to express their "sexual feelings, particularly fear, guilt, depression, and 
anxiety" (Howard 59). As a consequence, some critics see the Gothic texts of those 
female writers as psycho-biological texts that also deal with personal traumas. Thus, 
some see Mary Shelley's Frankenstein as a text dealing with the birth myth. 
Others, especially the French feminists in the 1980s, saw the reason for women's 
interest in Gothic literature as a reaction to the predominance of male forms in the 
language system. According to Jacques Lacan (1901-1981), women have by nature 
a negative relation to language, since they are excluded by the language system. 
Apart from this grammatical aspect, the Lacanian theory claims that "women are 
placed in an inferior position in the binary opposition: Man/Woman" (Howard 54) in 
any language. Howard explains that "the woman is viewed as the man's  other and 
not in her own right as different or other" (54). As a consequence, women can either 
decide to be silent or to imitate men by adopting their language and logic and by 
taking over a more active role towards language and become a writer themselves. 
However, many critics  claim that women cannot and should not try to fully imitate 
men's  language and therefore, feel the need for an own literary genre for women: 
women's writing. 
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Howard sees both approaches as problematic, since they generalize women's writing 
as homogeneous and tend to emphasize more biological differences between the 
sexes and sees these differences  represented as being psychologically and culturally 
relevant as well. Moreover, these approaches focus on presenting women as victims 
instead of analyzing women's literary pieces of art. Howard states as well that she 
concurs with Deborah Cameron's view in Feminism and Linguistic Theory, in that 
critical approaches should take into account the historical context when looking at a 
particular text of women's writing. By doing so, one would notice that "the relation of 
women to various discourses in fact varies over time" (54), just as it does for men. 
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3. Characteristics of Gothic literature
In the following chapter I will try to list the most important and dominant 
characteristics  of Gothic literature. It should be mentioned here that Gothic texts 
usually consist of a whole set of typical Gothic characteristics. However, there is no 
rule stating the minimum features that have to occur in a text to be considered as 
Gothic literature. Nonetheless, there are some characteristics that seem to be 
present in almost every Gothic text, such as the typical setting and the composition of 
characters in the story. 
Since there are numerous  features of the Gothic from which the author can choose, 
there are various ways  to put these characteristics together in a plot. As a 
consequence, one could conclude that Gothic literature seems to be very much alike, 
but in fact it is not necessarily so. For example, whereas for some Gothic authors the 
supernatural is  the prerequisite for their texts, other Gothic writers focus on different 
Gothic elements, such as the setting and the characters, and leave the supernatural 
aside. Accordingly, I believe it is this aspect of Gothic literature that makes Gothic 
texts that interesting to read, since you do not know beforehand with which Gothic 
characteristics you might be confronted in a story. 
Finally, the discussion of typical characteristics in Gothic texts will serve as the basis 
for the analysis  of two chosen Gothic children's and young adult novels. As  I have 
already mentioned in the introduction, the aim of my diploma thesis is to analyze 
whether the characteristics of Gothic adult fiction also apply to Gothic literature for 
young readers, and if they do, to what extent. 
3.1. The supernatural and the sublime in Gothic literature
3.1.1. The supernatural
In The Handbook of the Gothic, edited by Marie Mulvey-Roberts, Clive Bloom 
explains that every society believes in the supernatural in some way, although its 
perception might differ from one cultural community to another. He defines the 
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supernatural as 
 [a] term [that] embraces all those areas  above or beyond the material realm 
 and is   the usual designation for the hierarchic planes, fantastic creatures and 
 demonic forces which exist in cosmic and parallel dimensions and which rule 
 and direct our physical or visible form under exceptional or fortuitous 
 circumstances, or they may even take on permanent yet ambiguous physical 
 properties whose amorphous nature is  a bridge between the spiritual and 
 material universes. (Bloom 241) 
Bloom's definition of the supernatural shows what a wide category it is, and that 
therefore, the paranormal allows authors to be constantly reinterpreted. Stevens 
analyses the supernatural in a short statement as follows: 
 In everyday parlance the word 'supernatural' generally suggests something 
 ghostly, unexplained - and there are plenty of such examples to choose from 
 in the Gothic  repertoire. On a closer examination, the word itself suggests 
 also a rather deeper level of meaning: beyond or above the natural, 
 rationally explainable world. (49) 
In other words, the supernatural appears to be of great power and a category for 
whom the rules of space and time do not exist. As  a result, the supernatural can be of 
enormous influence on people's lives, since they can hardly defend themselves 
against this mighty force. This view about the supernatural is found to be true in 
religions, folk belief and even modern newspaper horoscopes. 
An important aspect of the supernatural is occultism, which is defined as the study of 
the hidden knowledge, often also referred to as  the forbidden truth. Thus, concerning 
the view of the occult the opinions of the western religions and the occultists diverge. 
While western religions see the occult as placing chaos among people and as fueling 
fear about the fight between the good and the evil, occultists claim doing quite the 
contrary. In their belief, they deal with the cosmic order. According to Bloom (see 
Bloom 241-243), occultism should consequently not be seen as a mirror of religion, 
but as an analog to it. 
In The Supernatural and English Fiction, Glen Cavaliero dwells on the impact of the 
supernatural on literary texts. In his opinion, the supernatural functions as literary 
device in literature, especially in gothic fiction. Cavaliero sees the supernatural in 
literature as "the joker in the pack" (13), since it can change the "shared 
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reality" (Cavaliero 13) by adding paranormal events that are normally found to be 
untrue and by presenting them as facts. Furthermore, he states that the supernatural 
can deal with people's fears but also their desires. To cite an example, the soul of a 
beloved but deceased relative or friend appears as a ghost to communicate an 
important secret. In Shakespeare's Hamlet, Hamlet's father returns as a ghost to tell 
him the truth about his  death: that he was poisoned by his  own brother, Claudius. 
Hence, his father demands revenge from his son.  
3.1.2. The sublime in the Gothic
The concept of the supernatural is closely linked to the one of the sublime in gothic 
literature. According to Alison Milbank in The Handbook of the Gothic, the theory of 
the sublime was first introduced in the Greek ancient world and was related to the 
classical oratory. It was seen as the "high or elevated style of discourse" (Milbank 
235) that caused a debate on aesthetics in rhetoric. The sublime style later began to 
play an important role in literature, since it "literally 'moves' or 'transports' its 
hearers" (Mulvey-Roberts 235). Due to the power and the effect of words and terms 
on the audience, linguists, as well as literary critics know that words are linked to 
connotations, although no context might be given. For example, when one hears the 
word war or love, one immediately has a fixed concept in one's mind that is related to 
emotions, be they positive or negative ones. 
It comes as no surprise that the notion of the sublime is  of particular significance in 
Gothic literature. The characteristics and themes in Gothic fiction create a certain 
feeling in the reader, so that the author does not necessarily have to enunciate, for 
example, an imminent danger. One only has  to think of reading about a deserted, 
dark and shabby house or castle from which strange noises  are audible. Imagine that 
it is a foggy and cold night, and only one room seems to be illuminated by a dim light. 
Nevertheless, the character of the story decides to go inside to check on the strange 
noises. While entering the house, the door of the building squeaks and the old 
wooden floor creaks under his/her footsteps. Once again he/she hears that strange 
noise coming from the upper floor...
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Honestly, which reader would like to voluntarily inspect this house under these 
circumstances? While reading the scenario above, who did not get a strange feeling 
of unease? Who could resist to mentally visualize the deserted property, which is  far 
from welcoming to strangers, as  if one was the character of the story sneaking into 
the house? 
According to Stevens, some Gothic authors use the sublime style to clarify the 
supernatural happenings in their texts. Others however, tend to intensify the effect of 
the sublime by leaving the surreal events of their stories unexplained. 
However, the Gothic sublime did not only influence literature but left its mark on the 
performing arts  as well. Thus, a new painting technique developed, which produced 
numerous picturesque paintings (see Milbank 235-240). In these paintings, the focus 
lay on emphasizing on the beauty of nature by showing its sharp contrasts of light 
and shadow. Therefore, nature was not idealized but represented as rough and wild. 
Moreover, those British landscape paintings in this style affected the tourism industry 
as well, since the landscape was remodeled to match the picturesque paintings. This, 
again, influenced literature, especially Romanticism, so that the detailed description 
of nature became a prominent feature in literature. An important work in this  context 
is  Ann Radcliffe's  Gothic novel, The Romance of the Forest (1791), which is 
considered as one of the first literary works  that combined characteristics and themes 
of the Gothic and Romanticism. 
3.1.3. The fantastic in Gothic literature
Neil Cornwell describes the fantastic in The Handbook of the Gothic as "a mode of 
fiction in which the possible and the impossible (or frequently 'reality' and 'the 
supernatural') are confounded, so as to leave the reader (and usually the narrator or 
protagonist) with no satisfying explanation for the strange events  which have 
occurred" (Cornwell 119). 
Thus, Cornwell sees the fantastic as a mixture of reality and supernatural events, 
whose borders  are ambiguous and therefore, one cannot say without any doubt 
which event might be true and which might have emerged from the author's mind. 
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This  view derives from Tzvetan Todorov's analysis on fantastic fiction in 1973, and 
was revisited and redefined by Brooke-Rose and Jackson in 1981, as well as by 
Cornwell in 1990. 
The fantastic was a popular feature of Gothic literature, especially in Europe, in the 
late eighteenth and early nineteenth centuries and met its  revival in the twentieth 
century. The reason for the comeback of the fantastic is the newly found interest in 
Gothic and horror literature, as well as in fantasy and magic. 
According to T. E. Apter, people usually think of the fantastic or fantasy in general, as 
something that has been made up by the author, as something that is unreal and 
simply not true (see Apter 1-11). Obviously, people tend to forget that fiction itself 
cannot be regarded as  the absolute reality or truth, since fiction are stories that have 
been invented by an author for various purposes, most of them being entertainment. 
Regardless of how comprehensible Apter's argument may be, the majority of fictional 
texts were written with the author's  intention to make them seem as realistic as 
possible to the reader. As a consequence, settings and characters  are presented in a 
very realistic way, since the author works  with the reader's experience and common 
knowledge about everyday situations. For example, the personae in fictional texts are 
provided with typical and well-known character traits. Moreover, the characters' 
problems, actions and decisions can easily be understood by the reader.  
3.1.4. Magical Realism
The German art critic Franz Roh conceived the term "magical realism" in 1925 
referring to post-expressionist painting. Since the 1950s, the term is related to non-
realistic fiction, mainly in Latin America, but a general consensus about magical 
realism has never been found among literary critics. Whereas some see it as a 
mixture of realism and fantasy, others think of it as a representation of Latin America. 
Others are of the opinion that magical realism exists all over the world and should not 
be related to one region exclusively. There is  one aspect on which all literary critics 
agree, as Amaryll Beatrice Ghanady explains in The Handbook of the Gothic (see 
Ghanady 204):
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 Magical realism is generally considered as a twentieth-century literary mode 
 in which the supernatural is presented not as threat to the individual or to  the 
 laws of nature, but as a normal part of experience. Contrary to fairy-tales or 
 science-fiction magical realist narratives do not depict fictional worlds 
 radically different from our own, but integrate the supernatural within 
 relatively believable worlds. (204) 
When looking at the two definitions of the fantastic and magical realism, it becomes 
obvious that literary critics  also fail to clearly state the difference between the 
fantastic and magical realism. However, it is  often stated that fantastic aspects in 
magical realism tend to be represented in a more realistic way than it is  with the 
fantastic (see Cornwell 119-120 and Ghanady 204).  
3.1.5. Imagination
When thinking of fantasy, there is  one term that is  often mentioned within this context: 
imagination. According to Philip W. Martin (see Martin 193), the term imagination was 
originally used in romanticism and referred to the "experience beyond the limits of 
ordinary perception or understanding". Since the nineteenth century, imagination is 
associated with "visionary insight, a state of dreamlike entrancement, epiphany or 
even simply bliss  or 'joy'" (193). Thus, imagination in romance is  linked to 
psychological experience, whereas in Gothic literature imagination is understood in a 
broader sense. Gothic imagination are stories about humans experiencing 
mysterious events and is thus closely linked to fantasy. 
3.2. Horror, Terror and the Uncanny in Gothic literature
3.2.1. Horror and Terror
Horror and terror play an important role in Gothic literature. On the one hand, they 
are a wide-spread characteristic of gothic literature, but on the other hand, they are 
also difficult to distinguish from the Gothic itself. Thus, horror, terror and the Gothic 
seem to overlap to a certain extent in this  literary genre. Katarzyna Ancuta sees the 
reason for this problematic view in the origin of those three concepts (see Ancuta 
1-10). In Where Angels Fear to Hover, Ancuta indicates that horror, terror and Gothic 
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fiction "can be traced back to the same root" (5), namely the development of the 
Gothic novel in the eighteenth century. Stevens  thinks  that the borders of these three 
notions are that indefinite that it is  even difficult for many literary critics  to set clear 
boundaries between them. 
However, Fred Botting states in The Handbook of the Gothic that "[h]orror is often 
used interchangeably with terror to describe the intense emotions produced by 
objects of fear, whether they be uncanny or sublime, repulsive or 
threatening" (Botting 184). According to Botting, terror is evoked by emotions, by 
something or someone that is considered "terrific". It is therefore closely linked to the 
sublime, since it causes a strong feeling of unease in the reader. This  feeling of 
unease results from the atmosphere that is  created by the given circumstances. 
Furthermore, terror is often experienced as an immediate threat and is not present 
throughout the entire storyline. 
In contrast to the notion of terror, horror produces emotions  that are more intense and 
is  seen as a more threatening situation in general, since horror symbolizes the 
absolute darkness, evil and death. Accordingly, horror provokes very strong feelings, 
such as "revulsion, disgust and loathing" (Botting 185) Whereas terror is a 
momentarily threatening situation, horror can be present throughout the whole plot of 
a Gothic text. Hence, the constant presence of a life-threatening situation of horror 
can cause a physical powerlessness and mental confusion for the persona exposed 
to this condition. One only has to think of the differences between a thriller and a 
horror movie. In the thriller, the murderer usually chases a specific person or target 
group and thus puts his/her victim(s) to death only under definite circumstances, 
which also includes the crime of passion. In a horror movie however, every one 
crossing the paths with the bloodthirsty killer will fall victim to him/her, simply for 
bloodlust's sake as it seems. 
3.2.2. The Uncanny
Avril Horner explains in The Handbook of the Gothic (see Horner, Unheimlich 250) 
that the term "uncanny" was translated form the German expression "unheimlich" and 
is  frequently used in literary criticism on Gothic literature. The uncanny was 
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introduced by Sigmund Freud in his famous essay The Uncanny which he published 
in 1919. In his essay, Freud differentiates between the familiar or belonging to the 
home ("heimlich") and  the unfamiliar ("unheimlich") referring to everything that is 
"unhomely" or uncanny. The uncanny is  thus seen as frightening, due to the fact that 
it is  unknown. As a result, the uncanny provokes feelings of unease, fear and 
helplessness when exposed to unfamiliar situations. However, these circumstances 
do not necessarily involve real danger for the person and might be understood as 
"much ado about nothing" in retrospect. 
3.3. The characters in Gothic fiction
3.3.1. The hero(ine) and the villain
With the installment of Gothic literature in the eighteenth century, the representation 
of the characters in fiction underwent some major changes. Whereas  in Gothic fiction 
new characters, such as doubles and monsters appeared, the notion of the villain 
was adjusted as  well, especially in the nineteenth century: "good and evil became 
more and more closely intertwined" (MacAndrews 53). An example is Mary Shelley's 
Gothic novel Frankenstein (1818). In the novel, Frankenstein creates new life by 
using body parts of dead people. Although a child-like and good character in the first 
place, this person, a man, is considered a monster, not only in the eyes of other 
people but from his creator as well. The man is not given a name, but is instead only 
referred to as "the Monster". Loneliness and the repeatedly experienced rejection 
finally corrupts  the Monster, so that his character traits turn into a monster in the end: 
The Monster seeks revenge and kills  all the beloved ones of his creator. After 
Frankenstein's death, the Monster decides to end his unhappy and lonesome life. 
In The Gothic Tradition in Fiction MacAndrews emphasizes the close relationship 
between the Sentimental novel and Gothic fiction (see MacAndrews 53-107). As a 
result, one can find the framework of the personae of the Sentimental novel in Gothic 
texts, although the characters in the latter have changed slightly. In the eighteenth-
century Sentimental novel the contrast between the country and the city reflected the 
representation of the good and the evil: "The virtuous characters are found in the 
remote countryside where they grow up uncorrupted by civilization. There they live 
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happy, well-ordered lives, often still in a child-parent relationship" (MacAndrews 58). 
In contrast, the evil lives in the city and is corrupted by the fast changes and growth 
of the town. Although the main characters of the Sentimental novel suffer and die, 
death is  not considered as the evil, but "human corruption and the unhappiness and 
torment it brings with it" (MacAndrews 58-59). In the Sentimental novel, the 
protagonists are confronted with unfulfilled love, since the admired person, mostly the 
male one, is too poor and thus, is unworthy to marry his  beloved. Therefore, virtue 
played an important role in the eighteenth-century Sentimental novel and often led to 
a myth-like status  of the characters, due to the fact that they were willing to sacrifice 
everything, even their lives, simply to be able to hold on to their virtues. Famous 
examples are Henry Mackenzie's Julia de Rubigné (1777), Bernadin de St. Pierre's 
Paul and Virginia (annot. original title: Paul et Virginie) and François-René 
Chateaubriand's Atala (1801). In these given examples, the virtuous characters  are 
"true children of Nature" (MacAndrews 60) who grow up uncorrupted by civilization. 
In the 1790s, the concept of the virtues embodied in the characters changed, due to 
the literary works of Ann Radcliffe. In her novels, the heroines, and so the female 
characters, became the central personae. The heroes were still important for the plot, 
but took a secondary position to their female partners. Moreover, the heroines are 
very strong characters: they take decisions, either right or wrong, and react 
voluntarily or involuntarily to the assaults of the villain. The virtue of the heroines is 
emphasized in their beauty, so that the heroes immediately fall in love with them at 
first sight. This is particularly true for Ann Radcliffe's novels The Mysteries of Udolpho 
(1794) and The Italian (1797). 
In Gothic literature, one could say that the characters have been borrowed from the 
Sentimental novel (see MacAndrews 68-79). The Gothic characters are built on the 
same concept of those appearing in Sentimental texts, but what they experience and 
what happen to them, however, is different. In contrast to the Sentimental novel, 
where the villain is an isolated, dark and corrupt figure, the evil in the Gothic novel is 
an ambiguous character. In many cases, the villain is  a central male "good-gone-
bad" (MacAndrews 68) persona (see Mary Shelley's Frankenstein). 
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According to MacAndrews (see MacAndrews 58-107), the villain in Gothic literature is 
a mythic and symbolic figure whose representation focuses on human weakness. 
They are joined by ghosts and monsters, and together they personify the cognitive 
concepts of the evil, madness and fear. The main feature of the Gothic villain is his 
struggle between his good and his bad nature, and thus, evokes nightmares in the 
reader: What if an evil kind is slumbering within every one of us, awaiting its chance 
to get to the surface? This  leads the audience to feel with the characters in the story. 
This  didactic effect is intensified as soon as the hero/villain takes the wrong 
decisions, and as a tragic consequence, destroys himself. MacAndrews sees in this 
narrative technique the source for the reader's fascination of horror stories. The 
moral fall of the hero evokes fear in the reader, since it is common knowledge that 
people tend to take the wrong decision from time to time. Their fatal consequences, 
however, remind the audience of its  own weakness and fragility. Although while 
reading Gothic texts one is well aware of the fact that the story is an invention of the 
author, "[this] does not diminish [its] effect. Rather, it makes  it possible" (MacAndrews 
100). MacAndrews summarizes the conflicts of the Gothic villain as shown in the 
following quotation: 
 The Gothic villains have twisted natures and are full of unnatural lusts and 
 passions. They suffer the torments of the damned while committing their 
 nefarious deeds because they must battle with themselves to commit them 
 and must often also repress their own feelings. Yet, the reader is invited to 
 feel with and for them in the rending conflicts from which they suffer. 
 (MacAndrews 82)
MacAndrews here mentions an interesting point of the Gothic villain: Apart from the 
fact that he is  represented with unnatural desires, the reader's empathy is called 
upon. Furthermore, the authors want to gain the audience's  sympathy for the Gothic 
villain - an aspect that was first introduced in the Sentimental novel. The reader shall 
take into account the circumstances under which the once good person changed into 
the evil one. As a result, MacAndrews feels that the villain's  situation is more tragic 
than the one of the victim (see Mary Shelley's  Frankenstein and the tragic life of the 
Monster). 
On the other hand, those villains that symbolize the pure evil are strongly mystified in 
order to guarantee that the reader will not sympathize with these characters. This  is 
done through their representation in the story: Actions of the daily routine do not 
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seem to apply to them. Consequently, one will not read about the truly bad villains 
shopping groceries, taking a bath, enjoying a walk in the countryside, or the like. It 
seems as if those villains do not need to eat or drink, but instead they seem to 
nourish on the absolute evil and darkness that already lie within themselves. Another 
characteristic of these dramatis personae is their isolation. They are cut off from 
society and live in desolated areas. Through this mystification of the evil villains, they 
gain symbolic power, and a hence special status among the personae, since they 
give the impression of being unnatural. 
3.3.2. Witches, Wizards and Witchcraft
Witches, wizards  and witchcraft are not newly invented aspects  of Gothic literature 
but can be traced back to a long tradition in history (see Ringel, Witches and 
Witchcraft 259-261). The belief in witchcraft started in the medieval times  around 
1400 and went on for three centuries, notably in Western Europe and America. Within 
these years witchcraft quickly rose to a phenomenon, or more precisely a hysteria, in 
which "[i]nnocent people, predominantly women, were accused of pacts with Satan 
then immured, tortured, and burned. The transcripts of their confessions  tell 
hauntings, omens, dreams, family curses, conspiracies, and betrayals" (Ringel, 
Witches and Witchcraft 259). 
After the witch hunt had ended, witches have remained in society in most cultures, 
the concept of witches, however, changed. They were then seen as  wise women who 
could help others with their knowledge of white magic. Hence, they were said to heal 
"the sick with herbs, act[ed] as mid-wives, and perform[ed] at abortions" (Ringel, 
Witches and Witchcraft 261). 
Although witches were not common protagonists in the first wave of Gothic literature, 
they appeared in roles connected to "divination, communing with spirits of the dead, 
black magic and heresy, sexual magic, healing and white magic" (Ringel, Witches 
and Witchcraft  260). Wizards were represented in a different way (see Ringel, 
Wizards 261-263). They were seen as "scholarly, amoral and power-hungry" (Ringel, 
Wizards 261). Their power had two sources: Satan and science. For the medieval 
times, as well as the Renaissance, science was closely linked to magic and thus to 
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men (wizards) who willingly sold their soul for knowledge and power. One only has to 
think of Goethe's Faust. 
The scientific aspect of Gothic literature created a new Gothic character: the mad 
scientist who can be seen as a synonym for the wizard, since witchcraft and science 
were both seen as Satan's  temptations for humans (see Ringel, Wizards 261-263). 
Apart from their interest in science, wizards were linked to the same phenomenon 
like witches, such as divination, prophecy and a connection with the dead. 
Interestingly, wizards fulfilled another function in later periods  of Gothic literature as 
well: they became witch doctors. In contrast to the connotation of that term, witch 
doctors were in fact witch hunters who learned occult sciences only for one reason: 
to be able to find witches and other evil figures, like vampires,  in order to kill them. 
Within the last few decades, the concept of witches and wizards have changed, 
notably in children's and young adult Gothic literature. At the end of the 1990s, 
sorcery became a prominent feature in literature and the film industry causing a hype 
among children and teenagers. One only has to think of Charmed, a successful TV 
series, and J.K. Rowling's  Harry Potter Saga, which was equally popular among 
children, teenagers and adults. Without any exaggeration, no other literary work has 
reached the cult status of the Harry Potter Saga among all age groups so far. Within 
these series, witches and wizards do no longer derive from the absolute evil. Instead, 
they are linked to the good side, and thus witches and wizards  fight against the dark 
forces. 
3.3.3. Ghosts
Since the installment of Gothic literature, ghosts have fascinated readers as  R.A. 
Gilbert explains in Ghost Stories (see Gilbert 124-125). The reasons for this fact may 
be their skill to return from the dead, to interact with other deceased persons, but 
above all, they can get in touch with the living (see A Christmas Carol by Charles 
Dickens). 
The concept of the abilities  of the ghosts responds to people's fear of death and the 
afterlife, and thus can have religious meaning. As a consequence, ghosts fulfill both a 
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threatening, but also a comforting concept of the afterlife. On the one hand, there are 
ghosts that are held captive in our world, since they have to deal with a problem they 
had before they died, or they have to await their murderer's imprisonment. As soon 
as their problem is solved, their access to heaven is no longer denied (see Oscar 
Wilde's The Centerville Ghost, which was first published in 1887). On the other hand, 
there are ghosts that will stay with us forever, who have already reached their afterlife 
form. Hence, this can be a very comforting concept of death for the bereaved while 
dealing with the loss of a beloved person. 
Within the last two centuries, there has been a shift in the notion of the ghost story. 
While ghost stories have been part of Gothic literature since the rise of this literary 
movement (see the ghost Alfonso in Horace Walpole's Castle of Otranto), some 
literary analysts consider ghost stories  as an own genre. As I have explained in the 
last chapter, the supernatural is a prominent feature of Gothic fiction. Within this 
literary genre, the supernatural is regularly used to explain unnatural phenomena. In 
ghost stories, however, supernatural events  are never explained. They just exist 
without any purpose or further explanation, at least that is  what it seems to be. The 
lack of clarification of the paranormal happenings in ghost stories forces some critics 
to believe that these stories are not a subcategory of Gothic fiction, but should be 
accepted as an new genre. 
3.3.4. Vampires and Werewolves
Vampires and werewolves are in addition to witches and wizards not an invention of 
Gothic literature, although they are very prominent Gothic characters  (see Hughes 
252-257, and Rath 198-199). Vampires and werewolves have a long history and are 
of literary, as well as cultural significance. Since there exist numerous myths and 
legends about these unnatural creatures, one could say that vampires and 
werewolves are mystified characters. 
Although the concept of the vampire is  a very controversial one, there is consensus 
that the term vampire derived from the slavic languages. The first vampire is said to 
have appeared in Istria, Croatia, in the seventeenth century and was a dead farmer 
who repeatedly rose from his tomb to terrify the villagers. However, it was the 
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eighteenth-century Gothic novel that shaped the notion of the vampire. The Gothic 
authors John Polidori (1795-1821), Joseph Sheridan Le Fanu (1814-1873), and Bram 
Stoker(1847-1912) are regarded as the founding fathers of the vampire myth as we 
still know it nowadays. The most important works  are Le Fanu's Carmilla (1872) and 
Stoker's Dracula (1897). 
One of the most significant features of vampires is that they nourish on blood both 
from animals and humans. As William Hughes explains (see Hughes 252-257), the 
human blood fulfills several culturally significant functions, whereas for this diploma 
thesis the medical ones will be disregarded within this context. Blood offers valuable 
clues to a person's ethnical background, family origin and gender, and could hence 
be of importance for royal dynasties in terms of the claim to the crown. However, 
there is  also a mystification of blood stating that pure blood is a symbol of power and 
strength, and thus might have attracted vampires ever since. 
Interestingly, there are two opposing concepts  of the vampire that have been 
maintained up to now. On the one hand, vampires are presented as tall and thin 
creatures with fang-like eyeteeth, long claw-like fingernails, protuberant eyes and as 
pale as  ghosts. In other words, this type of vampire is far from trustworthy and is 
obviously a monster-like creature (see Stoker's  Dracula). On the other hand, 
vampires are portrayed as irresistible seducers with an unnatural beauty. Therefore, 
this  type of vampire is the total counterpart to the first one and is a highly sexualized 
being (see Stephenie Meyer's Twilight Saga, and The Vampire Diaries by Lisa J. 
Smith and Ingrid Cross). Despite the opposing theories on the appearance of 
vampires, there are numerous legends that apply to both types. Vampires fall to 
ashes when getting in contact with the sun. Thus, they are nocturnal creatures that 
avoid daylight and never sleep. Since they are the personified evil, they can be held 
off with religious artifacts, such as crosses and holy water. They are also said to 
disagree with garlic and silver. The ways in which they can be eliminated are not less 
mystical. Vampires  have to be beheaded, impaled, burnt or torn to pieces to be 
disposed of. 
Werewolves are based on an old legend that can be traced back to the Greek 
mythology: the lycanthropy (see Rath 198-199). This term has Greek roots as well 
(annot. lykos: Greek for wolf, and anthropos: Greek for man) and refers to the belief 
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that a human being can change into a wolf under certain circumstances. Within the 
sixteenth century, this belief was that strong that people were actually accused to 
have committed serious crimes as werewolves, and consequently were executed. 
However, within the last two decades there has been a major shift in the concept of 
the vampires and the werewolves. They are no longer seen as the absolute evil, but 
as beings  among which are bad as well as good ones. As  a result, the good ones are 
hunting the evil ones, notably those that attack and kill human beings. Furthermore, 
legend tells that vampires are at war with werewolves due to an old feud. 
These legends and myths of both the vampires and the werewolves have been 
adapted repeatedly in young adult literature and the film industry. One only has  to 
think of Stephenie Meyer's Twilight Saga and The Vampire Diaries (written by Lisa J. 
Smith and Ingrid Cross) that have caused a hype among teenagers, notably female 
ones. It should be mentioned here that the vampires  in these two series refer to the 
second type of vampires. Thus, the vampires in the stories  are sexualized creatures, 
that are irresistible seducers. Since the plots are set in American high school life, the 
vampires had to be adjusted to that life. Understandably, it is important that vampires 
are no longer nocturnal creatures, but instead can move freely during daylight, 
although they still have to beware of the sun, but for different reasons than in the 
past. For example, in the Twilight Saga, vampires  do not fall to ashes when getting in 
touch with the sun, but their skin begins to sparkle like thousand little diamonds. 
Again a feature, which might attract human beings. In addition, good vampires are 
moral beings and nourish exclusively on animal blood. This  shift in the notion of 
vampires might lead to a de-mystification of them, so that the reader might 
sympathize and even identify with them more easily. 
Concerning the revised concept of werewolves, we find them being still at war with 
vampires, since werewolves see themselves as the protectors of humans against the 
attacks of evil vampires. Consequently, vampires and werewolves often appear 
together in literature and films, but it is not necessarily so. It is up to the authors 
whether they want to use both Gothic characters in their texts or only one of them. 
As we have seen, Gothic literature deals  with numerous different personae and their 
representation is  based on mythology and legends. However, since Gothic literature 
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has changed over the years, so too have its protagonists. These changes in turn 
reflect the new audience that has different concepts on and interests  in the Gothic. 
Moreover, many Gothic protagonists, such as witches, wizards, vampires and 
werewolves struggle with the same problems that children and teenagers do: school, 
puberty and first love. This has an important effect on the audience: one can put 
oneself in their positions more easily, since these Gothic characters  are de-mystified 
to a certain extend. In other words, one could say  that the didactic purpose of the 
Sentimental movement has been adapted and fulfilled according to the interest of the 
modern audience. 
3.4. The Setting in Gothic literature
The last important characteristic of Gothic literature is the setting. Unlike most other 
literary genres, the setting should not be seen as an independent feature, but as a 
narrative device that cooperates  with other Gothic characteristics. Moreover, the 
setting in Gothic fiction functions as an intensifier of Gothic effects  and helps out 
where other characteristics seem to fail. MacAndrews explains in The Gothic 
Tradition of Fiction (see MacAndrews 109-121) that although a vast number of both 
"real" and unnatural characters  might occur in Gothic texts, their representation is 
rather limited. That means that in the majority of Gothic stories the characters are 
repeatedly portrayed in the same way, with the same appearance, character traits, 
faults  and struggles. Due to this limited depiction of the dramatis personae, the 
Gothic setting is used to underline the qualities of the protagonists. In other words, 
the setting "convey[s] mood, tone, and emotions" (MacAndrews 109). These 
emotions are equally experienced by the protagonists in the story and the reader as 
well. Hence, the reader is drawn into the story by evoking certain emotions, such as 
unease or thrill. 
As already mentioned, the protagonists are closely linked to the setting of the Gothic 
story, as  well as to emotions and (un)natural happenings. For example, a villain's 
anger might be expressed as and emphasized with a suddenly upcoming and fierce 
storm. However, the characters are usually not only portrayed with the forces  of 
nature, but with actual places and buildings. The spectrum of the setting is a very 
broad one that does not set any limits to the author's imagination. Thus, in Gothic 
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literature we commonly find 
 [...] references to the setting of a remote castle, monastery,  or gloomy house 
 with its confining crypts, vaults, and underground passage-ways. There is 
 also discussion of particular character types such as the persecuted heroine, 
 tyrannical parent, villainous monk, Faustian overreacher, or vampire-like 
 apparition, and of plot devices such as dreams, mysterious portents, 
 animated portraits and statues, magic mirrors, and the like. Again, we have 
 analyses of narrative techniques such  as framed and embedded stories, 
 letters, diaries, or  broken-off manuscripts, which allow forgotten information 
 or secrets from the past to re-surface disturbingly in the present. (Howard 13)
These conventions evoke suspense, terror or horror, and unease, and are used to 
arouse interest in the readers of this  genre. Furthermore, the setting also plays an 
important role in giving explanations for paranormal events and/or characters. Thus, 
Gothic stories often take place in the past, notably in the medieval times, to which the 
reader nowadays has an effectual distance and might therefore get involved in the 
plot more easily. 
Moreover, Gothic settings remind us of the fact that the Gothic is not only to be found 
in literature but arose from the Gothic movement, which has effected many other 
aspects as  well, such as politics, the society and the arts of that time. Concerning the 
arts, the Gothic left its  mark on architecture, so that an ancient architectural style was 
revived: the Gothic style (see wikipedia.com: Gotik). The Gothic style first developed 
during the Middle Ages in France. The most important civil works of that time were 
the Gothic cathedrals and Abbeys with their four-centered arch, which illuminated the 
whole building (see figures 1-5). 
As I have already mentioned, the medieval times  are a famous setting for Gothic 
texts,  and thus go hand in hand with the Gothic style of that time. That means that 
typical Gothic buildings, like old castles, are used in Gothic literature. However, in 
Gothic texts these buildings are not presented as illuminated and beautiful crafts but 
as remote and shabby castles or houses. 
Furthermore, Stevens emphasizes that another aspect plays an important role for the 
Gothic setting: obscurity (see Stevens 13-14). The majority of dangerous and/or 
supernatural events in Gothic texts take place during night-time or in dark and secret 
places. This, again, strengthens  the impact of the text on the reader and evokes a 
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feeling of unease. To illustrate an example, Stevens quotes a passage from 
Beckford's own observations on the collapse of Fonthill Abbey during its creation. 
 ... [sic!] it's really stupendous, the spectacle here at night ... [sic!] the 
 innumerable  torches suspended everywhere, the immense and endless 
 spaces, the gulph below;  above, the gigantic spider's web of scaffolding ... 
 [sic!] immense buckets of plaster and water ascending, as if they were 
 drawn up from the bowels of a mine, amid shouts from subterranean 
 depths, oaths from Hell itself, and chanting Pandemonium ... [sic!]. (qtd. in 
 Stevens 13)
All these characteristics of Gothic settings are essential for the plot, since they help to 
create the typical Gothic feeling of unease, or sometimes  even terror or horror. 
Furthermore, Gothic settings can be seen as the mirrors of the characters in a Gothic 
texts, since they emphasize the character traits of the dramatis personae. 
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4. The Gothic in children's and young adult literature
So far, I have dealt with the Gothic in adult literature mainly. However, the title of my 
diploma thesis is The Gothic in children's and young adult literature, and therefore, 
we will now have a closer look at the implement of the Gothic in literature for young 
readers. 
Jack Zipes states in the introduction of The Gothic in children's literature: Haunting 
the borders (see Zipes 1-14) that literary critics  have been analyzing Gothic adult 
literature for a while now. However, critical attention has  hardly been paid so far to 
Gothic children's literature, although it seems to be mainstream nowadays:
 Walk into any children's bookstore and you will note a decidedly Gothic 
 flavour to many titles on display. From creepy picture books to Harry Potter to 
 Lemony Snicket to the Spiderwick Chronicles  to countless vampire series of 
 young adult readers, fear or the pretence of fear has become a dominant 
 mode of enjoyment in literature for young people. (Zipes 1) 
Due to this tendency in recent times, many people believe that the Gothic movement 
is  a rather new phenomenon in children's and young adult literature. This conclusion, 
however, is utterly wrong. In fact, the Gothic has influenced the literature for both 
adults and young readers ever since its installment in the eighteenth century. More 
precisely, the Gothic has been part of children's  literature since the dawn of time. It 
should be mentioned here that children's literature developed in the nineteenth 
century, in the Victorian period, since it was then that people started to realize that 
adult books were in most cases not appropriate for children. 
Thus, it cannot be denied that the Gothic in children's and young adult literature was 
strongly influenced by the Gothic in adult fiction. However, since adult and children's 
fiction are two different genre, Jack Zipes argues that Gothic children's literature 
should not be seen as a sub-genre to Gothic adult fiction. The most important reason 
that supports Zipes' view is the fact that the Gothic is implemented in a different way 
in children's and young adult Gothic literature. It goes without saying that one will 
easily find numerous  parallels in young readers Gothic literature and Gothic texts 
written for adults. However, there are some aspects that are dissimilar in these two 
genres. 
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The most crucial difference is the didactic purpose. Whereas in adult Gothic 
literature, one can often find a hero/villain character in the story, this protagonist has 
been totally absent in children's  Gothic literature for a long time. In the latter, the hero
(ine) is  purely good and only his/her counterpart is of evil nature. This concept of the 
pure innocence of the child was especially important in eighteenth- and nineteenth-
century (children's) fiction. There was either right or wrong, good or evil, but a mixture 
of both was not possible, at least not for children. 
Hence, children were supposed to learn about the evil and the dangers  in the world, 
preferably as early as possible. As a result, the nursery rhymes of that time were full 
of Gothic references  and often contained terrifying and even horrific events. This  was 
especially the case between 1764 and 1830, thus in the heydays of Gothic literature, 
and consequently, these nursery rhymes are also called "the haunted 
nurseries" (Townshend 15). Usually, the themes of these nurseries were monsters or 
witches ambushing children near their homes, schools, and other familiar places. The 
Gothic characters wanted to carry the children off to their hiding places where the 
children would be killed and eaten by these evils. As I have already mentioned, the 
purpose of the haunted nurseries was not to scare children, but to advise them to 
stay away from strangers and dangers. 
To give an example, I have added a modern haunted nursery poem, called The 
Ghoul, in the appendix (see Fig. 6). The Ghoul is  a poem written by Jack Prelutsky in 
1976 and is  part of a collection of poems in Prelutsky's Nightmares: Poems to 
Trouble Your Sleep. These poems deal with "a haunted house, a vampire, a 
werewolf, an ogre, a witch, a troll, a bogeyman, and other creatures that 
terrify" (Zipes 10). Hence, there are numerous characters given in this book that are 
dominant features in Gothic adult literature as well, as we have already discussed in 
the previous chapter. As a consequence, one notices that Gothic children's and 
young adult literature was strongly influenced by Gothic adult literature. According to 
Zipes (see 10), the audience for The Ghoul and Prelutsky's other poems of 
Nightmares: Poems to Trouble Your Sleep are "undoubtedly children of primary 
school age, say [six] to [twelve] years of age" (Zipes 10). Zipes claims that the 
purpose of these poems correspond to the typical didactic purpose of the nursery 
rhymes of the eighteenth and nineteenth century: to rise the awareness of children 
that strangers  could be dangerous, and that children thus should stay away from 
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them. Furthermore, The Ghoul was  written in the familiar 4/3 beat lines  of nursery 
rhymes, that are said to be remembered easily by children. As we will see later, this 
poem has influenced other writers  of Gothic children's and young adult literature as 
well. For example, Neil Gaiman used ghouls in his Gothic novel The Graveyard Book 
as  monster-like creatures that nourish on dead bodies. With this representation of the 
ghouls, Gaiman is  not the only one. In 2003  an independent film production was 
released called The Ghouls, or also known as The Cannibal Dead. In the film there 
are again creatures that eat dead bodies. Notwithstanding, we will discuss Gaiman's 
ghouls later in more detail. 
In recent years, however, our concept of the pure innocence of children has changed, 
as Zipes illustrates: "When ten-year-olds kill two-year-olds for kicks, when children 
take weapons to school to rain down death on their classmates, when they pose sexy 
pictures of themselves on myspace.com, when they enthusiastically join in their 
culture's jihad, we have to revise our sense of what they know and who they are" (7). 
Zipes here addresses an important, though frightening aspect of the youth 
nowadays: their disposition of violence is  rather low, and all too willingly they bedevil 
others. Though the majority of psychologists and pedagogues see the parental 
negligence as  the source of this phenomenon, we cannot deny that children are less 
innocent than we often wish they were. 
This  new understanding of the nature of children has led to a new type of the young 
hero/heroine in children's  and young adult Gothic literature. The new heroic 
characters are well aware that there is a dark side in every person, and consequently 
see themselves not as "innocent victims in the drama" (Zipes 8) but willingly fight 
against the evil aggressor. In other words, they no longer consider running away from 
the villain as their only option to survive, but instead fight for their life (see J.K. 
Rowling's Harry Potter Saga). 
Apart from the new perception of the childish hero/heroine, new sub-genres have 
found their way into children's and young adult Gothic literature. As we have learned 
in the previous chapter, the supernatural and fantasy are very prominent 
characteristics  in adult Gothic literature. Hence, it goes without saying, that these 
aspects are of major importance in Gothic texts for a younger audience as well. 
Especially fantasy is  a famous characteristic of the Gothic in children's  and young 
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adult fiction. One only has to think of the Harry Potter Saga, the Twilight Series, the 
Vampire Diaries or the Inkheart Trilogy. That fantastic plots have such a fascinating 
affect on young readers is not hard to understand. After all, youngsters share the 
same desire with adults: the longing for escaping the daily routine, for meeting new 
and absorbing creatures, and finally for experiencing adventures that they would not 
come across in real life. Reading offers access to such events without ever losing 
one's safety. However, apart from the fantastic Gothic novel, new sub-genres have 
developed in children's  and young adult Gothic literature within the last few decades: 
the Gothic comics and Cyberfiction.  
4.1. Gothic comics - the new fairytales
As most people would suggest, the Gothic comic developed from the typical comic. 
However, there are several differences between these two genres. Laurie N. Taylor 
explains that the comic is  "dominated by hypermasculine values and male 
characters" (195). Usually, the hero in the comic is a male adult who fights against 
the evil. Women only have a minor role in the comic, and usually function as  the 
hero's girlfriend or "damsel in distress" (Taylor 195). The Gothic comic, however, has 
broken with this old tradition of suppressing both women and children. 
In doing so, the Gothic comic has been strongly influenced by the Gothic tradition. 
Since its  installment in the eighteenth century, the Gothic has  used a subverted world 
to express its  critique on the society, as well as the people's values and beliefs. 
Hypocrisy was therefore a common topic in Gothic fiction. The Gothic comic, hence, 
uses feminist and socio-critical approaches to emphasize the deplorable affairs  in 
society. Consequently, children, both male and female ones, as  well as women are 
the new heroes in the story. Furthermore, Gothic comics have disposed themselves 
of stereotypes and instead use new types of characters. 
These characters struggle with problems common for children and teenagers, such 
as "frustration with school, siblings, parents, and with social interaction in 
general" (Taylor 197). Although there is  a clearly cut difference between the good and 
the evil, the concept of them is  upside down: monsters are useful friends within the 
fight against the villain. In return, parents, teachers and the school in general 
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personify the dark side. In other words, the world in the Gothic comic is  "a darker 
version of the real world" (Taylor 197). 
However, the Gothic setting has remained the same, though it sometimes appears  in 
a more modern version. Consequently, "castles, dark towers, Victorian houses, 
graveyards, and other typical Gothic settings" (Taylor 198) are characteristics of the 
Gothic comic (see Fig. 7 and Fig. 8).  
4.2. Cyberfiction - the new Gothic novel
Due to the rapid technological change of our time, the setting of young readers' 
Gothic literature has changed as well. Thus, the protagonists deal with new 
technologies and new machines. Moreover, an alternative world is presented to them: 
the cyberspace (see Crandall 39-56). Thus, video games, the Internet, social 
networking sites and other forms of the virtual reality are part of the real world. 
Understandably, these new technologies hold new risks as well. While the reader 
follows the protagonists in the Harry Potter Saga into a magic alternative world full of 
witchcraft and supernatural creatures, the audience is  drawn into the cyberspace in 
cyberfiction (see Fig. 9-11: The Legendeer Trilogy by Alan Gibbons). The goal of the 
evil, however, remains the same: to gain absolute power, and therefore the power 
over the whole world. The villains only differ in the use of tools and skills. While Lord 
Voldemort uses dark magic to gain the power over both the magic and the muggle 
world, the villain in cyberfiction manipulates the humankind to gain absolute control 
over them. 
In my diploma thesis, I have discussed so far the socio-historical, religious and 
political background of the Gothic, as well as the development of Gothic literature, the 
genres that influenced the Gothic, and those genres that were influenced by the 
Gothic. Moreover, I have discussed common characteristics of the Gothic and have 
had a look at the differences of the Gothic in children's and young adult literature. In 
the next two chapters  I will analyze the Gothic characteristics and the implementation 
of the Gothic of two examples of Gothic texts for younger readers. 
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5. Analysis of the Gothic in Lemony Snicket's A Series of 
Unfortunate Events: No. 1 - The Bad Beginning or, Orphans!3
The Bad Beginning, or Orphans! was first published in 1999 and is the first book of a 
series of thirteen novels written by Lemony Snicket, whose civil name is Daniel 
Handler and who was born in San Francisco in 1970. The other titles are The Reptile 
Room, The Wide Window, the Miserable Mill, The Austere Academy, The Ersatz 
Elevator, The Vile Village, The Hostile Hospital, The Carnivorous Carnival, The 
Slippery Slope, The Grimm Grotto, The Penultimate Peril, and finally, The End. When 
looking at the titles, one immediately notices that all titles, except for the last one, are 
alliterations. Since stylistic devices often occur in poetry, this is  the first hint of 
Snicket's  fondness  of poetry. The first three books were adapted to a movie in 2004 
and directed by Brad Silberling. The series deal with the Baudelaire children who are 
forced from one unfortunate event to the next after the tragic loss of their parents. 
5.1. The cover and the back of the book
I will start my analysis  on the Gothic in The Bad Beginning, or Orphans! with a short 
statement on the book's cover and its  back (see app. Fig. 12 and 13). Given that it is 
a book for children, I believe that the cover is  of major significance, since children 
usually respond to pictures more quickly than to titles. A reason for this fact might be 
that children, until they start school, cannot read, and thus they get their information 
from what they see and not from what they read. Moreover, the cover is typically the 
first source that reveals the underlying Gothic context of the story. 
The cover, which was illustrated by Brett Helquist, shows the most dramatic turn in 
the life of the three Baudelaire children Violet, Klaus and Sunny. We see the remains 
of their family house, which was destroyed by an unexplainable fire and killed their 
parents as  well. From what is  left of the house, one can see that the house was built 
in the Gothic style, since the windows remind the observer of the typical Gothic four-
centered arch-form. The three children are standing miserably in the ruins of their 
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3 Cf. Snicket, Lemony. A Series of Unfortunate Events: No. 1: The Bad Beginning or, Orphans!. Illustrated ed. 
by Brett Helquist. Paperback ed. New York: Harpertrophy, 2007. 
past and happy lives.  Smoke is  still ascending from the once beautiful house, the 
girl's hair is  being disheveled by the storm, and we understand that the children are 
left with nothing than themselves.  This disheveled look due to the storm represents 
the emotional state of the children:  At one blow, like only a twister could do, the 
children have lost everything that was precious  to them. Furthermore, a sentence 
from the novel is quoted underneath the illustration on the cover saying "It didn't 
make things any easier that they had lost their home as well, and all their 
possessions" (the sentence is taken from page 12). 
The combination of the illustration of the cover and the title of the novel A Series of 
Unfortunate Events, but notably the title of the first book of the series called The Bad 
Beginning, or Orphans! immediately reveals the tragic happening in the lives of the 
three children. Due to the subtitle, the illustration would not be necessary for the 
understanding of the tragedy, it does, however, strengthen the didactic purpose of the 
novel. The reader's  empathy is instantly called upon and one cannot do otherwise 
than feel sorry for the Baudelaire children and their devastating loss of both their 
parents and their possessions. 
Hence, the cover fulfills the typical didactic purpose of Gothic literature, namely to 
arouse empathy and sympathy in the reader. As we have learned earlier in my 
diploma thesis, this characteristic has its  roots in the Sentimental novel. In my 
opinion, this  didactic purpose was implemented perfectly in The Bad Beginning, or 
Orphans! and permeates the entire novel. For this tactic, not only the title, the cover 
and the plot play an important role, but the narrative technique is of great significance 
as well. The story is presented as  if an adult would tell or read out loud the story to 
children. Consequently, the narrator repeatedly addresses the audience and provides 
them either with extra information on the meaning of certain expressions, or gives 
them warnings about what might happen next. 
For example, the first sentence on the back of the book is  "PLEASE READ 
SOMETHING ELSE - Lemony Snicket", a striking advance notice in capital letters 
expressed by the author himself. This is very surprising given that writers usually 
want to reach as many readers  as possible. Once again, there is  an underlying 
purpose of this statement: Lemony Snicket is  of course not ashamed of his novel, but 
simply wants to arise interest and curiosity in the reader. When coming across 
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Snicket's  warning, one cannot do otherwise but think: "Why should I not read this 
book?". As a result, one will not obey to the notice but continue reading the text on 
the back of the book. Again, this is a typical feature of Gothic literature: to arouse 
interest in the reader by telling the audience that the book might be too troubling and 
therefore too "dangerous" for the audience to read. 
Normally, the back of the book sheds light on the novel's  plot. By doing so, it provides 
us with useful information about the story and the main characters. Quite the contrary 
applies to The Bad Beginning or, Orphans!. In that case, the narrator proceeds with 
his warning and gives us incoherent pieces of the plot, such as "Is cold porridge 
upsetting to you? Vicious threats? Hooks? Uncomfortable clothing?". Interestingly, 
rather banal things like cold porridge and uncomfortable clothing are listed in the 
same breath as threats and hooks. From the latter two, one would rather expect 
danger than from the first two mentioned objects. Again, this is done for simply one 
reason, as I am sure: to increase our interest in reading the novel by giving the 
reader confusing details. 
5.2. The narrative technique
As I have already mentioned, the novel is  written in a way that the reader gets the 
impression that the narrator is talking directly to the audience. Hence, the narrator 
repeatedly addresses the audience as if he was talking to him/her from face to face, 
as is shown in the following quotation:
 It is useless for me to describe to you how terrible Violet, Klaus, and even 
 Sunny felt in the time that followed. If you have ever lost someone very 
 important to you, then you already know how it feels, and if you haven't, you 
 cannot possibly imagine it. For the Baudelaire children, it was of course 
 especially terrible because they had lost both their parents  at the same time, 
 and for several days they felt so miserable they could scarcely get out of bed. 
 (11)
As this  quotation indicates, the happenings in the story are explained to the 
audience, more precisely the children, in a manner that makes them think about the 
protagonists' situation. Moreover, the children are invited to recall similar events that 
happened to themselves, and thus, the emotions, struggles and the behavior of the 
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characters become more comprehensible to them. 
In addition to that, Lemony Snicket uses simple, every day vocabulary that the young 
audience would understand easily. If, however, there should occur any difficult 
expressions, the narrator immediately explains  them just like a parent would do while 
reading the story out loud: 
 It is very useful, when one is  young, to learn the difference between "literally" 
 and "figuratively." If something happens literally, it actually happens; if 
 something happens figuratively, it feels like it's happening. If you are literally 
 jumping for joy, for instance, it means you are leaping in the air because you 
 are very happy. If you are  figuratively jumping for joy, it means you are so 
 happy that you could jump for joy, but are saving your energy for other 
 matters. (59) 
A third aspect of the narrative technique in The Bad Beginning or, Orphans! is that 
the narrator regularly warns the young audience of reading or having read that book 
to them because the events in the novel might be upsetting and/or even threatening 
to children. Thus, one should consider carefully if one should proceed with the story 
or not. This literary device is  of particular importance at the beginning, as well as the 
end of the story:
The narrator's note at the beginning of the story:
 If you are interested in stories with happy endings, you would be better off 
 reading some other book. In this book, not only is  there no happy ending, 
 there is no happy beginning and very few happy things  in the middle. This is 
 because not very many happy things happened in the lives of the three 
 Baudelaire youngsters. (1) 
The final warning of the narrator at the end of the story reminding the reader that no 
happy ending is to come:
 At this  point in the story, I feel obliged to interrupt and give you one last 
 warning. As   I said at the very beginning, the book you are holding in your 
 hands does not have a happy ending. It may appear now that Count Olaf will 
 go to jail and the three Baudelaire youngsters will live happily ever after with 
 Justice Strauss, but it is not so. If you like, you may shut the book this instant 
 and not read the unhappy ending that is to follow. (137) 
To sum up, the cover, the back of the book and the narrative technique of Lemony 
Snicket's  The Bad Beginning or, Orphans! correspond to the features that are 
typically found in children's  Gothic literature. We will now have a closer look at the 
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characters that occur in the story, as well as the setting. Before that, however, I will 
briefly comment on the plot of The Bad Beginning or, Orphans!. 
5.3. The plot
After the tragic death of Mr. and Mrs. Baudelaire, who were killed in an unpredictable 
and unexplainable fire at their family home, their three children Violet, Klaus and 
Sunny are adopted by their distant relative Count Olaf, who lives  on the other side of 
the city. Count Olaf is a cruel and mysterious man, and is  only interested in the 
children's fortune. Since the Baudelaire children do not have any access to that 
money until Violet is of age, Count Olaf tries  to trick Violet into marriage. According to 
the nuptial law, he would then automatically possess Violet's share. With the help of 
the books in Justice Strauss's library, the children are able to escape Count Olaf's 
cruel plan at the last moment. Count Olaf flees, and the Baudelaire children's  future 
is once again uncertain.  
 
5.4. The characters
Concerning the characters in The Bad Beginning or, Orphans!, it should be 
mentioned here that one notices two interesting aspects. First, the story gets by with 
rather few Gothic characters, but instead uses very realistic protagonists  mainly. This 
should not be regarded as  something remarkably extraordinary, instead one should 
keep in mind that Gothic fiction has been influenced by the Sentimental novel. 
Accordingly, one might argue that Lemony Snicket has relied on the concept of the 
typical eighteenth-century novel concerning the protagonists, and thus the plot does 
not offer a vast number of supernatural personae. However, one could also connect 
this  fact exactly to Gothic literature, since Gothic texts usually seek to offer an 
explanation for paranormal events. It is true that the novel's plot might seem very 
realistic at first glance. Yet on closer examination, one detects the Gothic in The Bad 
Beginning or, Orphans!. 
For the sake of completeness, I would like to point out that within the complete series 
of A series of Unfortunate Events, the Baudelaire children happen to experience a 
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sequence of unnatural episodes that may make it easier to accept The Bad 
Beginning or, Orphans! as a Gothic text. On the other hand, the simple fact of the 
series of unusual coincidences has a Gothic touch. In my opinion, another aspect is 
the underlying reason for this. I think that Lemony Snicket willingly used Gothic 
characters sparingly, so that the story would seem more realistic to the (young) 
audience. The young reader might then think that these events, at least from the first 
book, could happen to any one in real life. An explanation for my claim is the fact that 
the appearance of the Baudelaire children is hardly described. One only gets 
information about the children's character traits and interests. As a result, the 
audience could easily put itself in the position of the protagonists. Furthermore, the 
Baudelaire children's hobbies apply to many children, so that the readers might 
recognize themselves in the personae. This of course is of highly sentimental value. 
However, there is  another interesting aspect concerning the characters  in The Bad 
Beginning or, Orphans!: their names. The protagonists  of the story are the Baudelaire 
children, Mr. Poe, Count Olaf and his  troupe, as well as Justice Strauss. When 
looking at the names, one cannot do otherwise but notice the reference to famous 
writers (Charles Baudelaire 1821-1867, Edgar Allen Poe 1809-1849) and musician 
(could either be Richard Strauss 1864-1949, or his  son Johann Strauss (1825-1899). 
In doing so, Lemony Snicket might have wanted to express his admiration for these 
artists. However, I feel that the names of these two famous authors were used for 
another reason. Both authors can be linked to the Gothic, although for different 
reasons. Whereas Baudelaire was interested in ancient themes (cf. the interest of 
Gothic architecture in ancient times), Poe is famous for his horror and crime stories. 
Thus, one could say that both authors were interested in Gothic themes, and 
therefore, their names fit perfectly into a modern Gothic story. 
5.4.1. Violet Baudelaire
Violet Baudelaire is  fourteen years  old and the eldest of the three Baudelaire 
children. She is a very intelligent and pretty girl who likes reading, notably about 
engineering, and is  very interested in inventing new things. She feels responsible for 
her two younger siblings. On the one hand, because she is the eldest, and on the 
other hand, she once made a promise to her parents to always look after Klaus and 
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Sunny, and to prevent them from any harm. She keeps her promise throughout the 
whole story, and does not flinch from risking her own life for them. Thus, when Sunny 
is  held captive by Count Olaf in the forbidden tower, Violet tinkers a climbing rope out 
of the sheets of their bed, as well as their old and shabby clothes and climbs up the 
thirty-foot tower to rescue her. Unfortunately, she is caught red-handed by one of 
Count Olaf's comrades and her situation seems helpless. If she does not agree to 
marry Count Olaf during the "play", her sister will be thrown off the tower. Fortunately, 
Violet comes up with an own plan to trick Count Olaf at the last moment: she does as 
she was told by Count Olaf and "plays" the bride in his  play. The audience, as well as 
most of the artists do not know that the marriage in the play is for real. Hence, she 
says "I do" and signs the documents - but with her left hand. Since she is  right-
handed, the signature is invalid and the marriage is  without legal capacity. To sum up, 
one could say that Violet is a young girl with a high sense of responsibility and 
courage, and thus represents the heroine in the story. 
5.4.2. Klaus Baudelaire
Klaus Baudelaire is twelve years old and the middle child. The only feature 
concerning his appearance that is mentioned to the reader is that he wears  glasses. 
He is  even more interested in books than his sister Violet. His  parents had an 
enormous library in their family mansion and despite his young age, he has already 
read many of them. Furthermore, he is able to read complicated books, such as 
those on the law, and can memorize their information. Klaus is  repeatedly the only 
one of the three Baudelaire children who has the courage to answer Count Olaf back. 
Violet only stands up verbally against the Count when he orders  her to marry him. 
Consequently, Klaus is once struck across the face heavily by Count Olaf. Despite 
that, Klaus does not change his behavior towards their evil relative. Therefore, one 
can say that he is  a young man of courage. Although it is  Violet who first suspects 
Count Olaf's wish of the children's performance in the fake play, Klaus is the one who 
finds out about his real plan. In doing so, he stays up all night once and studies the 
complicated book on nuptial law. Consequently, Klaus represents the hero in the 
story. 
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Klaus's fondness of reading books could be a hidden didactic device for the young 
audience. It is possible that Lemony Snicket might have wanted to show children the 
importance of reading and that books provide you with a lot of useful and interesting 
information. 
5.4.3. Sunny Baudelaire
Sunny Baudelaire is  the youngest of the three Baudelaire children. She is an infant, 
rather small for her age and likes  to bite things. Due to her very young age, she can 
only pronounce a few words, and apart from that, "speaks  in a series of unintelligible 
shrieks" (4). Despite that, Violet and Klaus are able to perfectly communicate with 
their young sister, which reflects on their closeness as siblings. Sunny fulfills an 
important function for Count Olaf, since she serves as the bargain device for him in 
his cruel plan to force Violet into marriage. 
5.4.4. Count Olaf
Count Olaf is without any doubt the villain in the novel. He is  a cruel man who does 
not stop at nothing when it comes to gaining the Baudelaire children's fortune. In 
comparison to the other characters, Count Olaf is the only protagonist in the story 
whose appearance is described in more detail:
 [...] [T]hen the door creaked open and the children saw Count Olaf for the 
 first time. [...] He was  very tall and very thin, dressed in a grey suit that  had 
 many dark stains on it. His face was unshaven, and rather than two 
 eyebrows, like most human beings have, he had just one long one. His 
 eyes were very, very shiny, which made him look both hungry and angry 
 (19-20), (see appendix, Fig. 14).
For this  protagonist, Lemony Snicket has used the common tradition of the Gothic 
villain. Count Olaf's outward appearance perfectly relates  to his  character traits: His 
raggle-taggle and daunting looks, as well as his avaricious eyes instantly give the 
reader the idea that this  persona is a mercenary man. This first impression is 
emphasized through Count Olaf's behavior towards the Baudelaire children. He does 
not care for them like a loving relative or new parent would do. Moreover, he never 
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talks  to the children about their tragic loss or does  not seem to be interested in their 
feelings in a slightest bit. Rather, Count Olaf treats the children like his servants  and 
demands from them numerous difficult chores, such as cooking dinner for thirteen 
people, doing repairs  on the house, as well as chop fuelwood. Although the children 
put a lot of effort into these chores, Count Olaf does never appreciate their work. 
Instead, he seems to be very unsatisfied with them. 
At the very first encounter between the Baudelaire children and Count Olaf, his 
behavior shows why he accepted to adopt the children: He is interested in their 
fortune. 
 "I realize that my humble home isn't as fancy as the Baudelaire mansion," 
 Count  Olaf said, "but perhaps with a bit of their money we could fix it up a 
 little bit nicer." Mr. Poe's eyes widened in surprise [...]. "The Baudelaire 
 fortune," he said sternly, "will not be used for such matters. In fact, it will not 
 be used at all, until Violet is of age." Count Olaf turned to Mr. Poe with a glint 
 in his  eye like an angry dog. For a moment Violet thought that he was going 
 to strike Mr. Poe across  the face. But then he swallowed [...]. "All right then," 
 he said. "It's the same to me." (21)
Soon, Count Olaf discovers a plan how to get to the Baudelaire children's fortune 
legally: He forces the children to participate in his  fake play called The Marvelous 
Marriage. Violet playing his bride has to say "I do" and sign the official document in 
front of Justice Strauss, who will serve as the registrar in the play, and the audience. 
According to the nuptial law of the city, Violet would then be legally married to Count 
Olaf, and thus her share in the fortune would immediately become his. As soon as he 
realizes, that the children have uncovered his  cruel plan, he kidnaps Sunny and puts 
her into the forbidden tower. There, Sunny is held captive in a bird cage "dangling 
from the tower window like a flag in the wind" (89). Count Olaf henceforth uses 
Sunny as his bargain device and leaves no doubt that he would instantly throw 
Sunny down the tower window, in case Violet and Klaus would not obey to him. 
In the end, Count Olaf is tricked by Violet and the marriage is  without legal capacity. 
Since Justice Strauss and Mr. Poe want to arrest him, one of the Count's  comrades 
turns off the light in the theater giving Count Olaf the opportunity to flee in the 
darkness. In doing so, he whispers  into Violets ear that he will return to get to the 
children's fortune. 
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Apart from representing Count Olaf in the typical tradition of the Gothic villain, 
Lemony Snicket has used another interesting feature in his story. Snicket plays with 
the concept of the vampire. That means that the way in which Count Olaf is pictured, 
the reader could get the impression that he was a vampire. Of course, this would only 
apply to those readers that are well aware of the Gothic notion of vampires. In other 
words, Snicket is misleading the reader to false conclusions. Until the very end, the 
audience does not get proof about Count Olaf being a vampire, but on the other 
hand, does not get evidence that he is not either. Thus, Lemony Snicket leaves  the 
audience confused about Count Olaf. For the sake of completeness, it should be 
mentioned here, that readers who are familiar with the Gothic concept of the vampire 
do not necessarily have to come to the conclusion that the Count is a vampire. One 
could thus say that Count Olaf is a controversial character who might divide the 
audience into two groups: The first one representing those readers who believe that 
the Count is a vampire, and the second group who disagrees. However, we will now 
have a closer look at Count Olaf and the references that might indicate that he 
actually is a vampire. 
First, I would like to comment on the character's name being Count Olaf. There are 
two references that might be related to a vampire. First, it is the title of the 
protagonist. When we think of other vampires in Gothic literature, we recognize that 
in many cases, vampires are represented as old Counts. One only has to think of one 
of the most famous vampires in Gothic literature: Bram Stoker's  Dracula, who was a 
Count as  well. Second, it is the Count's  name itself that emphasizes that idea of him 
being a vampire. On the one hand, there is only the first name given of the character, 
namely Olaf. This  is again a prominent feature of the Gothic vampire. On the other 
hand, Olaf is  an old Scandinavian male name meaning "the descendent of the distant 
ancestor" (see vorname.com) which, again, strengthens a possible connection to a 
vampire. 
In addition to that, Lemony Snicket has used other features as well that lead to a 
mystification of Count Olaf. First, aspects  of a daily routine, such as personal 
hygiene, sleep and ingestion are not mentioned. There is  only once a scene in which 
the audience reads about Count Olaf having dinner at his house with his  troupe. 
However, this event has clearly not been used to de-mystify the Count, but instead 
reveals  his  cruelty towards the Baudelaire children. As Klaus dares answer back to 
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him in front of his comrades, the Count slaps his face so heavily, that Klaus falls to 
the ground. 
Moreover, the reader does not get any information about what the Count is doing for 
a living. Despite the fact, that Olaf is a Count, it is  obvious that he struggles with 
financial problems. Otherwise, the house would not be in such a desolate condition 
and the Count would not wear dirty clothes. Although it is mentioned in the text that 
the Count leaves the house very early and only returns after nightfall, we do not learn 
about his actions in the meantime. Does he have a job? If yes, what does he do? We 
know that he performs plays with his theater troupe, but this is  just his hobby and is 
not mentioned as his profession. Thus, more questions arise: Where is he during the 
day? Does he linger in the forbidden tower? What does he do there? Does he write 
new plays in the tower, or must he hide during daylight, so that the Baudelaire 
children will not know his secret (of being a vampire)? 
Furthermore, he obviously leads a very isolated life. Count Olaf only messes about 
with his theater troupe, but apart from that, he does not have any social networks. 
Hence, even his neighbor, Justice Strauss, barely knows him. 
All these aspects of the life of Count Olaf symbolize typical characteristics of the 
Gothic villain on the one hand, and the vampire on the other hand. The Count is 
therefore, a very interesting, though controversial character in the story. In my 
opinion, Lemony Snicket did this on purpose to mystify this  protagonist and to 
mislead his  readers. Finally, it corresponds to a commonly used characteristic of 
Gothic literature, namely that certain unnatural or strange events are left unexplained. 
5.4.5. Justice Strauss
Justice Strauss is the only person that offers moments  of joy to the children, though 
in an indirect way. Since their very first encounter, the children wish to live with her. 
She is an older woman working as a judge and is always friendly to and smiling at the 
children. Her door is constantly open to the Baudelaire children, and they are allowed 
to use her enormous library. This library conveys  a double meaning. First, the library, 
which is much bigger than the one of Mr and Mrs Baudelaire, offers comfort to the 
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children. On the one hand, the children can satisfy their thirst for knowledge there. 
Furthermore, the children enter fictional worlds, and in doing so, escape Count Olaf's 
world, though momentarily. On the other hand, reading symbolizes their old life and 
thus is  a connection to their parents. Second, the library offers new information and is 
the key to the children's  problem. With the help of the books, the Baudelaire children 
uncover Count Olaf's cruel plan and finally find a solution to escape from it. 
Justice Strauss is easily tricked by the Count, and hence willingly participates in the 
play. At the end of the novel, Justice Strauss wants to adopt the children, but due to 
the parents'  last will the children have to be adopted by a relative. 
As we have seen, the characters in Lemony Snicket's  The Bad Beginning or, 
Orphans! are based on the typical protagonists  of Gothic literature. On the one hand, 
we have the Baudelaire children who symbolize innocence and goodness. On the 
other hand, there is  Count Olaf who represents the evil villain in the story and is the 
counterpart of the Baudelaire children. Although there are other adults in the book as 
well, the children can only rely on themselves and do not get any help of the grown-
ups in solving their problems. However, it is a prominent feature in children's and 
young adult literature that the heroes and heroines are children or teenagers. 
Therefore, the young readers sympathize with the protagonists more easily and can 
identify with them rather quickly. 
5.5. The setting
The novel takes place in the twentieth century, although we do not know exactly 
when. There are only two hints  for the reader. First, we learn that cars already exist, 
since the children are driven to Count Olaf's house in Mr. Poe's car. Second, Count 
Olaf communicates twice with a comrade via walkie-talkie. Since the latter was first 
introduced in 1940, the story must take place in the twentieth century. However, the 
exact location of the setting concerning the country and/or city is not given either. The 
reader only learns that the story takes place in a small town that is not far away from 
a beach. By doing so, young readers are able to more easily identify themselves with 
the story and its protagonists, since there are no details about the characters 
concerning their looks, and the exact place are given. 
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However, there are some aspects in the story that seem rather old-fashioned for a 
twenty-first-century reader. First, physical violence against children is not considered 
a crime. Although this might also apply to the childhood of our great-grandparents 
and grandparents, we luckily have a different opinion on this topic nowadays, at least 
in our lines  of latitude. Second, the nuptial law of the city in The Bad Beginning or, 
Orphans! says that the fortune of a bride will instantly be transferred to her husband 
after the wedding ceremony. Modern women cannot do otherwise than figuratively 
scream in shock about this conservative point of view that would make a wife 
dependent on her husband. 
Given that Lemony Snicket wrote the novel in 1999, it is, though, not surprising that 
an author uses concepts with which his readers might no longer be familiar. In fact, 
one should remember that it is  part of the Gothic tradition in literature to set a Gothic 
story in the past. 
The story begins at Briny Beach where the Baudelaire children like to spend their 
spare time. However, they do not like to go there on bright and sunny days, since the 
beach is then very crowded. Thus, they prefer grey and cloudy days, because that 
would leave the beach to the Baudelaire children. The beach here conveys double 
meaning. On the one hand, most children relate a beach to happy family moments 
enjoying the sun and the sea together. In our case, the Baudelaire children usually go 
there without their parents. As a consequence, the reader does not participate in 
shared family moments of the Baudelaire children with their parents. Quite the 
contrary, for the audience, the parents are absent from the very beginning. This is 
emphasized with the fact that the reader does not get to know their first names or 
learns anything about their appearance, job or interests. On the other hand, the 
connection of the beach with the bad weather is  regarded disturbing for the reader. It 
somehow does not seem to belong together. When one thinks of his/her ideal 
seaside, one usually imagines hot and sunny weather, and family after family 
enjoying themselves in the sun. Thus the description of the beach does not correlate 
with the reader's concept of the seaside. However, this disturbingly rearranged image 
functions as a Gothic device: the protagonists are at a location with which they have 
positive connotations. The bad weather, thus, evokes  a strange feeling in the 
audience and is a sign that something terrible is to come. 
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The story then takes us  to the ruins of their family home. The once beautiful and 
enormous mansion is now the burnt leftovers of a tragic incident. At one go, the 
children have lost both their parents  and their possessions. Hence, they have nothing 
left than themselves and the clothes they are wearing. Although their parents have 
passed on to them an incredible fortune, the children are now orphans and according 
to the meaning of the word, they are poor for now, since they do not have any access 
to that money until Violet is of age. Consequently, the house symbolizes their status. 
Before the fire, the house was huge and beautiful and expressed the wealth of the 
Baudelaire family. It had a big library as  well  which signifies the good education that 
the children must have savored. After the catastrophic event, the house has been 
burnt to the grounds, the family mansion is   then destroyed and represents the ruined 
lives of Violet, Klaus and Sunny. 
The next stop in their lives is  at the house of the Poe family. There, the children do 
not feel at home at all. They do not get along with Mr Poe's children, Edgar (!) and 
Albert, they think that their bedroom is  too small, they do not like the smell of the 
house and they do not like Mrs Poe's cooking skills. There are two possible reasons 
for that: Either, the Poe household is really that terrible, or the (spoiled) Baudelaire 
children do not want to accept live without luxury. Of course, one should not forget 
that the Baudelaire children are struggling with a terrible loss at that moment, and so 
their reaction should maybe just be interpreted as a kind of defiance. 
Finally, the Baudelaire children arrive at Count Olaf's house and are immediately 
filled with horror:
 [Count Olaf welcomes the children into his house:] "Hello, my children. 
 Please step  into your new home, and wipe you feet outside so no mud gets 
 indoors." As they stepped into the house, Mr. Poe behind them, the 
 Baudelaire orphans  realized what a ridiculous thing Count Olaf had just said. 
 The room in which they found themselves was the dirtiest they had ever 
 seen, and a little bit of mud from outdoors wouldn't have made a bit of 
 difference. Even by the dim light of the one bare lightbulb that hung form the 
 ceiling, the three children could see that everything in this room was filthy 
 [...]. (20) 
This  quotation shows that the Count's house is  far from welcoming and comfortable. 
The house is  shabby, dirty and dark. The same applies for the children's bedroom. 
Moreover, it is not satisfactorily equipped for three children:
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 Even though Count Olaf's house was quite large, the three children were 
 placed together in one filthy bedroom that had only one small bed in it. Violet 
 and Klaus took turns sleeping in it, so that every other night one of them was 
 in the bed and the other was sleeping on the hard wooden floor, and the 
 bed's mattress was so lumpy it was difficult to say who was more 
 comfortable. To make a bed for Sunny,  Violet removed the dusty curtains 
 from the curtain rod that hung over the bedroom's one window and bunched 
 them together to form a sort of cushion, just big enough for her sister. (24)
Interestingly, there are only two rooms of the house described to the reader: the 
kitchen and the children's bedroom. Although, the dining room is once briefly 
mentioned, there have to be other rooms as well, given that the house is "quite 
large" (24). Moreover, the house does not seem to have a garden, the narrator only 
mentions the terms "outside" or "inside the house". However, a garden with beautiful 
flowers would not apply to the Count's character. After all, flowers  symbolize beauty, 
love, pureness and fragility - all characteristics that do not match the Count. 
Thus, the Count's desolate house refers to the Count's character traits. As 
MacAndrews has mentioned in The Gothic Tradition in Fiction (see 109-121), the 
setting in Gothic texts functions as additional information about a persona. 
Furthermore, the atmosphere that is evoked by the description of the house 
emphasizes the mystification of the Count. The missing information on the other 
rooms plays an important role in this effect. Does the Count have a bedroom in the 
house, or does he sleep in the forbidden tower? Does he sleep at all? 
Apart from the fact that Count Olaf's  house represents  his character traits, the house 
fulfills other typical Gothic elements as  well. As discussed earlier in my diploma 
thesis, the Gothic movement made the aristocracy and wealthy bourgeoisie remodel 
their houses, so that they would look remote and shabby. It was even common to 
plant dead trees in the remains of the garden to strengthen the deserted look of the 
mansion. Furthermore, the architectural style was geared to the Gothic style, that had 
developed during the Middle Ages. As a consequence, it is  not a surprise that the 
Count's house is described as  a desolated, dark and unpleasant place without a 
garden. Finally, the Count's  house represents the Gothic architectural style, since it 
has a huge tower, and thus reminds the reader of old Gothic castles. 
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The feeling of unease that is arisen in the reader is strengthened with the description 
of Justice Strauss's  home. A comparison of these two residences shows that the 
judge's domicile is the complete opposite of Count Olaf's house:
 The Baudelaire children looked out and saw the prettiest house on the block. 
 The bricks had been cleaned very well, and through the wide and open 
 windows one could see an assortment of well-groomed plants. Standing in 
 the door, with her hand on the shiny brass doorknob was an older woman, 
 smartly dressed, who was  smiling at the children. In one hand she carried a 
 flowerpot. (17)
The always  friendly and helpful Justice Strauss lives in an ideal home with nice and 
bright colors, and a beautiful garden with numerous different flowers and plant. The 
house is equipped with many windows, and therefore, the house is  flooded with light. 
Justice Strauss's library is even bigger than the one of the Baudelaire family. Again, a 
protagonist's  home embodies the persona's  character traits. Her enormous library 
also reflects her educational and social status. After all, she is a judge, and is 
obviously an academic who now fulfills  a very important business  in the society: she 
tries  to put the world in order and to punish criminals. However, she is very 
credulous, and is  therefore easily tricked by the Count. The opportunity for her to 
participate in a play fulfills one of her dreams. As a consequence, Justice Strauss is 
stagestruck and would not believe the children anyway. 
As we have seen, the setting serves as a helpful tool to present the characters in 
Gothic fiction. A Gothic setting can therefore hardly be analyzed without taking the 
protagonists into consideration as  well. As a result, any information about the setting 
automatically reveals  new details about the personae as well. Furthermore, the 
character, the setting  and the plot together evoke a certain atmosphere: the 
uncanny, terror or horror. 
5.6. The uncanny and the terror
In Lemony Snicket's The Bad Beginning or, Orphans!, there are several events that 
correspond to the concept of the uncanny. Right at the beginning, while the children 
are enjoying themselves at the beach, they are suddenly confronted with a strange 
figure that is obviously moving towards them:
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 "Look at that", Klaus  said, and pointed towards the figure. It was  drawing 
 closer, and the children could see a few details. It was about the size of an 
 adult, except its head was tall and rather square. "What do you think it is?" 
 Violet asked. "I don't know," Klaus said, squinting at it, "but it seems to be 
 moving right toward us." "We're alone on the beach," Violet said, a little 
 nervously. "There's nobody else it could be moving toward." She felt the 
 slender, smooth stone in her hand, which she  had been about to try to skip 
 as far as she could. She had a sudden thought to throw it at the figure, 
 because it seemed so frightening. (4-7)
While reading this sequence, the audience is immediately drawn into the plot. 
Additionally, the reader experiences the same feeling of unease as the protagonists 
do. The whole atmosphere, namely the cloudy and foggy weather, the fact that the 
children are alone at the beach, and the strange figure that is suddenly approaching 
towards the children, awaken a feeling of unease and a possible danger. Luckily, it is 
only Mr. Poe. 
As I have already mentioned, Count Olaf and his domicile are not very welcoming for 
the children. However, there are two aspect of the house that are of particular 
oddness. First, the house consists of a tower, which is called the forbidden tower. 
Thus, one catches oneself imagining an old castle. As the name of this  tower already 
suggests, the Baudelaire children are not allowed to go there. Hence, this part of the 
house is mystified by Count Olaf and several questions arouse. Why are the children 
not allowed to go to the forbidden tower? What is he hiding there? The purpose of 
this  tower stays unexplained throughout the story. It proves to come in handy for 
holding Sunny captive. 
There is another odd aspect concerning the house and Count Olaf as well. The 
property is  littered with the same image of an eye. We find this image nearly 
everywhere in the house. It is on the doorknob of the front door, it hangs as paintings 
on the walls. Notably, the little room at the top of the forbidden tower is decorated 
with it (see appendix, Fig. 15). Yet, Count Olaf wears a tattoo with this  eye on his 
ankle. The children feel traced from these eyes, and as a reader, one cannot do 
otherwise but share this  feeling of unease with the children. Especially, since the 
meaning of these eyes is not mentioned by the narrator. 
However, there are two events in the story as well that correspond to the concept of 
terror. The first one is Sunny dangling in a cage from the tower window. This situation 
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represents a real, yet momentarily, danger for Sunny's life. It constantly reminds 
Violet and Klaus of the importance of obeying to Count Olaf. Otherwise, he will let 
Sunny be thrown down from the tower. The second threatening situation is the 
certainty for Violet that, if she should not come up with a good plan, she will be 
married to the evil Count for the rest of her live, and her share in the family's fortune 
will all be his. Luckily, she does not know that the Count plans to kill Klaus and Sunny 
anyway, to get their shares as well. "Luckily" in so far as this  information would make 
the situation even more unbearable for Violet. Both events reveal Count Olaf's cruelty 
and that he would literally walk over dead bodies  to gain the Baudelaire children's 
fortune. 
With the analysis of Lemony Snicket's  The Bad Beginning or, Orphans! I have tried to 
demonstrate in what ways the Gothic tradition can be realized in children's  literature. 
Moreover, the novel The Bad Beginning or, Orphans! shows that the Gothic 
characteristics  usually cooperate, and thus should not be seen as  independent 
literary devices, given that the full effect of Gothic texts can only be achieved while 
looking at their interaction in a story. However, the second novel that I have chosen 
for my analysis on the Gothic in children's and young adult literature will emphasize 
that there are countless possibilities to use Gothic characteristics in fiction. 
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6. Analysis of the Gothic in Neil Gaiman's The Graveyard Book4
Neil Gaiman's The Graveyard Book was first published in 2008. It was well received 
by both the audience and the critics, and finally won the Newbery Medal in 2009, a 
literary award for writers of children's literature. As we will see in my analysis, this 
book truly deserves to be called a Gothic novel for young adults since it contains 
numerous Gothic characteristics, much more than Lemony Snicket's The Bad 
Beginning or, Orphans! does. Again, I will begin with discussing the novel's cover and 
back. 
6.1. The cover and the back of the book
I will never forget the moment that I first saw this book. I was strolling through my 
favorite bookstore, which is  only a five-minutes walk away from my home, browsing 
the store for new books and in search for titles that I could analyze in my diploma 
thesis. After a while, my gaze met the cover of this  book, and immediately my full 
attention was drawn to the novel and its unusual title. 
The cover is held in an ice-blue and grey color (see app, Fig. 16) and shows a 
graveyard with an old church. In the front of the picture, there are a boy and a man. 
The boy's clothes, and thus the boy himself, nearly go under in the cover, since they 
perfectly match the cover's colors. The man standing next to him is  in contrast to the 
rest of the cover. He is tall and very thin, and is dressed in black only.  
When turning to the back of the book, it is obvious that the image on the back is the 
other missing half of the cover's illustration. More precisely, the cover and the back of 
the book are one picture (see app, Fig. 17 and 18). At the back of the book, we see 
more graves and among them, there is  a ghostly figure, a woman, sitting on an 
enormous horse. The spine of the book combines the two images and shows black 
trees. Thus, the illustration obviously shows a graveyard at night, which would 
explain the ice-blue and grey color: this  must represent the moonlight. The lady at the 
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4 Cf. Gaiman, Neil. The Graveyard Book. Illustrated ed. by Chris Riddell. Paperback ed. London: 
Bloomsbury, 2009. 
back of the book is a skeletal figure. As a consequence, having the images on both 
the cover and the back in mind, as  well as the novel's  title, one cannot do otherwise 
than instantly think of a ghost story. Moreover, one gets a feeling of unease when 
looking at the illustrations. The first paragraph on the back of the book is the 
evidence to one's suggestion that this novel has  to be a Gothic text: "NOBODY 
OWENS, known to his friends as Bod, is a normal boy. He would be completely 
normal if he didn't live in a graveyard, being raised and educated by ghosts" (see 
back of the book). From what the reader knows so far, there is  no doubt that the 
novel is a Gothic story. The story takes place in a graveyard (see title and cover), 
thus a typical Gothic setting. There are ghosts (see back of the book and plot) and 
other strange creatures (the man on the cover), hence, common Gothic characters, 
and finally, there must be a reason why the poor boy has to live in the graveyard. As 
a result, the reader's curiosity is instantly awakened, and those interested in Gothic 
stories feel the need to purchase this evidently remarkable novel. 
To sum up, without yet knowing the novel, there was no doubt that this was a Gothic 
text in my hands, due to the cover of the book, its  title and its back with the short 
comment on the story's plot. Hence, one could say that its design is a perfect 
implementation of Gothic characteristics. 
6.2. The plot
The story is about a young boy, whose family is  killed at night by a man called Jack. 
Luck has brought the young boy to the graveyard, where he is adopted by the 
inhabitants of the graveyard: the ghosts. His  new family gives  him the name Nobody 
Owens and protects him from Jack who plans to return to this place to kill him too. 
Silas, his guardian, and the other ghosts raise him and teach Nobody all he important 
things of life in the graveyard. Moreover, Nobody has received the Freedom of the 
Graveyard on the day he came to this  place. Consequently, Nobody has surreal 
skills, such as fading and dreamwalking, and thus, the local people are not aware of 
his presence. He needs this skills to stay unnoticed for Jack and his Order. With the 
help of Scarlett Amber Perkins, his only human friend, and the people form the 
graveyard, Nobody can finally conquer Jack and the other evil man, and thus has 
gained his freedom and safety forever again: Nobody can finally leave the graveyard 
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at the age of fifteen and start a normal life. 
6.3. The narrative technique
Due to the happenings  in the story, I consider this book a novel for young adults, and 
would not recommend it to children. Young readers could easily get scared by the 
events in the story, which are told with a figurative langue, its  characters and the 
illustrations of Chris Riddell. 
In contrast to Lemony Snicket's  The Bad Beginning or, Orphans!, the narrator in The 
Graveyard Book does  not address the reader directly. The audience is not drawn into 
the story due to Sentimental characteristics, but with the help of the uncanny, 
suspense and terror. This  is  most obvious at the beginning of the story. The first page 
shows an illustration of  Jack, the killer of Nobody's family (see app., Fig. 19). Jack is 
holding a knife in his hand and is wandering around the Dorian house, murdering one 
family member after another:
 There was a hand in the darkness, and it held a knife. The knife had a handle 
 of polished black bone, and a blade finer and sharper than any razor. If it 
 sliced you, you might not even know you had been cut, not immediately. The 
 knife had done almost everything it was brought to that house to do, and both 
 the blade and the handle were wet. The street door was still open, just a little, 
 where the knife and the man who held it had slipped in, and wisps of 
 night- time mist slithered and twined into the house through the open door. 
 The man Jack paused on the landing. With his  left hand he pulled a large 
 white handkerchief from the pocket of his  black coat,  and with it he wiped off 
 the knife and his gloved right hand which had been holding  it; then he put 
 the handkerchief away. The hunt was almost over. He had left the woman in 
 her bed, the man on the bedroom floor, the older child in her brightly 
 coloured bedroom, surrounded by toys and half-finished models. That only 
 left the little one, a baby barely a toddler, to take care of. One more and his 
 task would be done. (3-4)
As this quotation shows, the story starts with a very thrilling scene. If one would not 
know better, one could mistake the novel for a thriller, due to this opening. As we will 
later see, when I will discuss the terror of the book, this concept of drawing the reader 
into the happening runs through the entire story like a leitmotif. 
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Apart from arousing suspense and terror in the reader, the narrator provides the 
audience with extra information only when needed. Thus, the reader normally knows 
as much as the  protagonists  do. Only in cases where the narrator wants to draw the 
reader's attention to another detail, or to increase suspense, he reveals further 
information: "Bod did not look up. If he had, he would have seen a pair of watery blue 
eyes watching him intently from the bedroom window" (183). 
6.4. The characters
As we will see, the novel consists  of numerous characters that are typical for Gothic 
literature, especially in a fantastic or supernatural context. However, Neil Gaiman 
uses many common concepts of surreal creatures, so that the text might seem more 
realistic to the audience since they can rely on concepts with which they are already 
familiar.  
6.4.1. Nobody Owens
Nobody Owens is the hero of the story. His family, the Dorians, is  killed when he is 
one-and-half years old. Luck prevents  him from being killed by Jack. Nobody is 
awakened by a dull noise. Since he loves to climb, he crawls out of his cot and down 
the stairs and leaves the house through the open door. Despite his age, he is not 
afraid of the dark and walks up the hill to the graveyard. There, he is  followed by 
Jack, but the ghosts of his dead family appear at the graveyard, and convince Mrs 
Owens to take care of him. From this moment on, Nobody is a member of the 
graveyard and is protected by its laws. He sleeps in Mr and Mrs Owens's tomb and is 
provided with food and a place to wash in the old crypt. Since the inhabitants  do not 
know the boy's name he is called Nobody or just Bod. 
He is a very intelligent boy and does not seem to be afraid of anything, although he 
looks rather wispy and fragile. In fact he is very brave and tries  to help others as well. 
For example, the short time that he attends school, he uses his  skills to make the two 
bullies at school stop threatening and blackmailing the other kids. However, Nobody 
does not always listen to what the creatures of the graveyard tell him (not) to do. So, 
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he does not only put himself at risk, but all the others in the graveyard as well, 
especially his  secret life in the graveyard. For instance, after he has got involved with 
the two bullies at school, one of them lies, and so the police arrests him. Silas has to 
get hurt, to free the boy. 
This  character trait of Nobody responds perfectly to the new concept of the child in 
children's and young adult Gothic literature. Children are no longer seen as the pure 
innocent, as it was the case in the eighteenth and nineteenth century. Instead, the 
society, and the children themselves as well, are well aware of the fact that children 
do not always behave correctly and take the right decisions. As a result, Nobody 
knows about his failings and is therefore prepared to willingly take the consequences. 
Furthermore, he does not want to run from Jack and the Order, and thus decides to 
fight against the evil man. 
Although his graveyard is his home, and despite the fact that he loves his new family, 
Nobody longs to experience the world outside the graveyard borders. Moreover, he 
soon is no longer satisfied with the information and knowledge he receives  from the 
ghosts and decides to attend school. Again, he stands up to Silas and is finally 
allowed to go there. However, Nobody does not follow Silas's instructions to remain 
as understated as possible. Hence, Nobody gets into trouble and after Silas gets 
hurt, Nobody understands that he cannot return to school anymore. 
6.4.2. Silas
Silas is  a very interesting character in the story for whom Neil Gaiman has played 
with the concept of the vampire. Although it is not revealed which creature Silas  really 
is, one might come up with the conclusion that Silas must be a vampire. Gaiman 
offers several references  to that, more than Lemony Snicket has offered in The Bad 
Beginning or, Orphans!. 
When we look at the name, one notices that it might be an allusion to Le Fanu's 
Gothic novel Uncle Silas (see wikipedia.com). Le Fanu's Uncle Silas is not a 
supernatural text, and uncle Silas is not a vampire. However, uncle Silas is a 
mysterious and sinister man who has a dark secret. This also applies for Gaiman's 
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Silas in The Graveyard Book. Silas is a mystified person. The reader does not get 
much information about him. Rather, things are insinuated but left unexplained. 
 [The people of the graveyard are discussing what to be done with the boy.] 
 The stranger reached them as silently as the fog itself, and he watched the 
 proceedings  unfold, from the shadows, and he said nothing. [...] 'Now, see 
 reason, Betsy,' said Mother Slaughter, [...] 'Where would he live?' 'Here,' said 
 Mrs Owens. 'We could give him the Freedom of the Graveyard.' [...] [Mistress 
 Owens continues:] 'Well, why not? It en't the first time we'd've given the 
 Freedom of the Graveyard to an outsider.' 'That is true,' said Caius 
 Pompeius. 'But he wasn't alive.' And with that, the stranger  realized that he 
 was being drawn, like it or not, into the conversation and, reluctantly, he 
 stepped out of the shadows, detaching from them like a patch of darkness. 
 'No,' he agreed. 'I am not. But I take Mrs Owens' point.' (17)
From the very beginning, we learn that Silas is  neither dead nor alive. Thus, he is 
different from the ghosts  in the graveyard. However, he was granted access to the 
graveyard, as well as  its freedom. Furthermore, this quotation shows, like many 
others, that Silas does not leave any footsteps, nor do his steps make any sounds. It 
is  as if Silas would be floating over the ground. At other occasions, the audience is 
convinced that Silas can fly:
 [Bod has been arrested by the police.] He glanced out of the car window. 
 Something huge was flying through the air, above the car and to one side, 
 something darker and bigger than the biggest bird. Something man-sized that 
 flickered and fluttered as it moved, like the strobing flight of a bat. (187)
In addition to that, Silas only appears in the story at night, when its  dark. It is  a given 
fact that Silas will not be around the graveyard or anywhere else during the day. 
Moreover, Silas is never mentioned eating, drinking, or sleeping. Accordingly, one 
cannot see Silas' reflection in a mirror: "The surface of the table-top was almost 
mirrored, and, had anyone cared to look, they might have observed that the tall man 
had no reflection" (272). Finally, Silas is able to manipulate the human mind. That 
means that he can erase their memories, which he repeatedly does in the story to 
keep Nobody safe. 
All these characteristics of Silas represent commonly used features of the typical 
Gothic vampire. Although this suspicion is never confirmed by the narrator or 
anybody else in the story, the image of Silas being a vampire does not leave one's 
mind while reading the novel. 
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Apart from his  outstanding appearance, Silas is a very important character of the plot. 
Silas is Nobody's guardian and mentor. He is the one who provides Nobody with food 
and clothing, since Silas is the only one who can leave the graveyard. Moreover, he 
is  responsible for Bod's education. At first, he teaches Nobody himself and later, he 
finds the appropriate ghosts (dead teachers) and Miss Lupescu to take care of that. 
In addition, Silas always has  an answer to Bod's questions, although Silas usually 
leaves Bod's curiosity unanswered. Most of all, Silas never lies to Bod, which Nobody 
very much appreciates. 
6.4.3. The Ghosts of the graveyard
Given that the novel is set in a graveyard, Nobody is surrounded by ghosts. Many of 
them represent important historical personae, such as Caius Pompeius, the eldest 
ghost in the graveyard, and obviously a reference to Gaius Pompeius, a Roman 
emperor. 
Then there are Master and Mistress Owens who adopt Nobody and become his new 
parents. It should be mentioned here, that it is  Mistress Owens who willingly decides 
to take care of the boy, after his dead mother appears  in the graveyard and begs for 
help. She is also responsible for the boys new name. Many ghosts join in the 
discussion of how to name the boy, always starting with "He looks like ...". Mistress 
Owens then interrupts them and says: " 'He looks like nobody but himself,' said Mrs 
Owens, firmly. 'He looks like nobody,' 'Then Nobody it is,' said Silas. 'Nobody 
Owens.' (19). I am convinced that Neil Gaiman has chosen this name on purpose to 
emphasize that the boy has not only lost his family but his identity as well. The ghosts 
do not know his real name and do not have any information about his parents. They 
only know that a man has killed them and is now interested in killing the boy too. 
Furthermore, the Order makes sure that the local people forget about the terrible 
incident, and thus about the boy too. Hence, one could say that the boy is "nobody", 
because he is someone who does not have an identity anymore, who does not know 
about his  family origins. Accordingly, Nobody has to remain unnoticed by the people 
outside the graveyard, so that he will not risk any dangers for him and his new family. 
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Liza Hempstock is  one of Nobody's ghostly friends in the graveyard. She often 
follows him when he leaves the graveyard and helps him out when he is in any 
danger. She is  said to be a dead witch and was killed by the local people back in the 
past. She is buried at the unholy grounds of the graveyard. She is very upset about 
the fact that she does not have a headstone. Moved about Liza's  sadness about this 
injustice, Bod makes her an own headstone and writes  her initials  on it. However, 
their friendship dramatically changes as soon as Bod gets into puberty. Obviously, 
Liza likes him very much but does not know how   to handle this new situation. Here, 
Gaiman shows his understanding for the problems of teenagers, but more 
importantly, the young reader will easily be able to identify with Liza's and Nobody's 
strange situation. 
Although I have only mentioned very few ghosts of the story, there is  no doubt that 
there is another meaning of their presence conveyed as well. The ghosts symbolize 
the religious belief of the society. Yet again, Neil Gaiman plays with the concept of 
religion in his  own way. In the one hand, he uses common myths, but on the other 
hand, he invents new aspects  of the afterlife. For example, we learn that the soul of a 
person remains  in the graveyard in which he/she has been buried and cannot leave 
it. This is in total contrast to the catholic belief saying that the soul of a person revives 
into heaven. Critique on the religious belief is a common phenomenon in Gothic 
literature, although one should not come to false conclusions. It does not mean that 
Neil Gaiman is against religion or struggles  with the catholic church. There is always 
the possibility that Gaiman wanted the ghosts to stay in the graveyard because he 
simply needed them for his story. 
Lisa Hempstock also has a religious purpose. She is said to be a witch and was thus 
painfully murdered in the past. Considering the medieval view on witches and 
witchcraft, it is not surprising that Liza is seen as an evil person who has once made 
a pact with the devil. Therefore, Lisa is not buried within the holy grounds of the 
graveyard, but finds her tomb at the border of the graveyard among the suicides. 
Committing suicide has  been considered a terrible sin in the eyes of the church for 
hundreds of years. Hence, Neil Gaiman has used references to the Middle Ages in 
his book as well. 
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However, afterlife is of course a main topic in The Graveyard Book, and thus death is 
as well. Death is personified as a skeletal and ghostly woman in grey on an 
enormous grey horse. She is represented as a very merciful and kind woman. This 
personification of death corresponds to the eighteenth-century Sentimental Novel, 
where death itself was not seen as the evil, but human corruption. 
The Lady on the Grey also briefly joins in the discussion wether or not to keep the 
boy. Her judgement is of great importance to the other creatures in the graveyard: 
 They were watching the Lady on the Grey, each of them half-excited, 
 half-scared. The dead are not superstitious, not as a rule, but they watched 
 her as a Roman Augur might have watched the sacred crows circle, seeking 
 wisdom, seeking a clue. And she spoke to them. In a voice like the chiming of 
 a hundred tiny silver bells she said only, 'The dead should have charity.' And 
 she smiled. (24)
6.4.4. Other creatures
Despite the ghosts, there are many other supernatural creatures in the novel as well. 
There are the ghouls  which are evil and fast creatures and who carry off people to 
their city called Ghûlheim, or they steal dead bodies. In Ghûlheim they kill them and 
will then nourish on their rotten bodies. There are two interesting aspects about the 
ghouls. First, the ghouls are not an invention of Neil Gaiman. Instead, they have 
appeared in other Gothic texts as well as I have already discussed in chapter four. 
Second, they live in a parallel world in the deep underground, another alternative 
world of the ghosts. Once ghouls kidnap Nobody but Miss Lupescu and other flying 
creatures can rescue him in time. 
In addition to these disgusting creatures, one meets others in the novel as  well. 
There are the sleers  and the snake-like monster who live in an ancient Egyptian tomb 
in the hill of the graveyard. They are the oldest inhabitants of the graveyard. The 
sleers look like zombies with huge heads and tattoos all over their bodies. The 
snake-like monster is  an enormous creature with a snake-like body and three heads. 
The reader only learns that they protect their master's treasure and that they are 
awaiting his return. Any other purpose of these monsters rest unknown to the 
audience. 
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However, Neil Gaiman has also used another common character of Gothic fiction: the 
werewolf. Miss  Lupescu is such a creature, and when looking at her name one 
cannot do otherwise but notice that the latin word "lupus" for wolf has been the 
source for this  name. However, the book never mentions  the term werewolf, but 
instead speaks of a huge dog or beast. 
 [The ghouls are running to their city with Nobody held captive in a jute bag.] 
 Something howled, off in the desert to their left, and the ghouls eyed each 
 other. It was louder than the night before, and closer: a deep wolfish howl. 
 [Nobody tries to cut open the jute bag in which the ghouls have put him.] Bod 
 was bounced on to his side, away from the hole [in the jute bag]. But he had 
 seen something huge and  grey, on the steps  beneath, pursuing them. He 
 could hear an angry growling noise. [...] It's going to eat me, Bod thought 
 bitterly. [...] And as he fell, he was certain he heard a voice coming from the 
 general direction of the grey beast. And it said, in Miss Lupescu's voice, 'Oh, 
 Bod!'. (81-84) 
Although we do not learn much about her, we know that she teaches Nobody 
essential aspects of life in the graveyard. This knowledge will later save his life when 
he is kidnapped by the ghouls. Moreover, she substitutes Silas when he is on a long 
journey. Together with Silas, the vampire in question, Miss Lupescu is part of the 
Honour Guard, an order that hunts the Jacks of All Trades and other evil beings. 
6.4.5. Jack Frost and the Jacks of All Trades
Jack Frost is the man who has killed Nobody's family and who is still after him to 
finish his business. His surname Frost could be seen as a metaphor to his  character: 
His heart is as cold as ice. He is  a member of an ancient order called the Jack of All 
Trades. This order consists of men only whose names are always  Jack and who have 
the most different professions. Moreover, they are very influential people which 
makes the purpose of their order much easier. This could be Neil Gaiman's hidden 
critique on the society, especially of those who are powerful and who misuse their 
power and influence for personal benefits. Within the story, the audience gets  the 
information that there has  been a prophecy back in the Egyptian era saying that once 
a boy would be born who could move between the borders of the dead and the living. 
For any reason, which remains unexplained to the reader, the Jacks of All Trades see 
themselves endangered by this boy. Since they believe that it is  Nobody, they have 
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killed his family and are still after him. Luckily, there are only five Jacks left of which 
Nobody can dispose himself in the end of the story with the help of his ghost friends 
and his intelligence. 
Jack Frost does not only represent the evil counterpart to Nobody Owens, he 
embodies another character typical for Gothic literature as well: the doppelgänger. 
According to Antonio Ballesteros González, a doppelgänger is  one's "second self or 
alter ego, an archetype of otherness and narcissistic specularity" (119). Another term, 
that we have already talked about and that corresponds to that concept is  the double 
figure as MacAndrews (see MacAndrews 109-121) has explained. In many Gothic 
texts, the protagonists lead a double life, in which the doppelgänger personifies the 
evil other of the protagonist. In the case of Jack Frost, the protagonist usually 
appears as the men Jack, a member of the ancient order, the Jacks of All Trades. In 
his search for Nobody, he uses his alter ego, Mr Frost, for getting involved with 
Scarlett, Nobody's  friend, and to gain her confidence. While Jack stands for the pure 
evil villain, Mr Frost is a nice and helpful man, who is interested in dating Scarlett's 
mother. He exudes piece and warmth, and thus is the exact opposite of Jack. As 
soon as he does no longer need his masquerade, his body language and voice 
change dramatically, so that Mr Frost loses at once all of his friendliness. 
6.4.6. Scarlett Amber Perkins
Scarlett Amber Perkins is Nobody's only human friend. At their first encounter both 
are about five years old. At that time, Nobody does not fully master his fading skill 
and Scarlett sees him. They befriend each other quickly. Interestingly, the adults do 
not see Nobody, and thus Scarlett's parents believe that this boy is an imaginary 
friend of their daughter's. This fact could be interpreted as Neil Gaiman's  hidden 
critique to adults who all too willingly give up their imagination and the belief in 
supernatural creatures. One only has to think of J.M. Berries' Peter Pan. In this fairy 
tail-like novel, only children can see the mythical creatures. To adults  they remain 
unseen. 
Since Scarlett is  not able to see the ghosts and does not understand most of what 
Nobody knows and can do, she is convinced that Nobody really is just her imaginary 
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friend. However, after the incident in the tomb of the sleers, Scarlett's parents think 
that their daughter is obsessed with the graveyard and her imaginary friend and 
decide to move to Scotland. Ten years later, Scarlett returns with her mother to the 
city, and Scarlett and Nobody meet again at the graveyard. 
When Scarlett realizes that her faded memories of her childhood are true, she 
willingly helps Nobody to find out about his past. In the end, she cannot bear what 
she has seen and what has happened in the tomb of the sleers. She considers 
Nobody a monster and Silas  feels obliged to erase Scarlett's memories. Hence, 
Nobody has lost his only human friend once again. 
6.5. The setting
The setting in Neil Gaiman's The Graveyard Book could have hardly been more 
Gothic. The story is set at the present and most of the plot takes place at the 
graveyard. 
At the beginning of the story, we are in the house of the Dorians. We do not get any 
details  about the house, we only learn that there is  a small room at the attic which 
belongs to the small boy. Only later, when we learn that Jack/Mr Frost has been living 
in the house for a few months, the house is mentioned as beautiful and welcoming. 
As I have already mentioned, the majority of the events in the novel take place at the 
graveyard. The graveyard symbolizes  two important aspects. First, it is  the 
personified and mystic Gothic setting par excellence. A graveyard represents per 
definition everything that is connected to mystery, hidden secrets and ghostly figures. 
All this applies to the graveyard in the novel as well. There are different supernatural 
creatures, such as ghosts, vampire-like figures, there are werewolves, ghouls and 
monsters. Additionally, there are hidden passages and tombs (the ghoul gate) that 
lead to a parallel world. In doing so, we read about the graveyard as  a foggy and 
dark location that would awake unease in any outsider. On the other hand, the 
graveyard offers  shelter to the orphan boy and protects him of the Jacks of All 
Trades. But it is more than that: the graveyard becomes his home, his identity. Given 
that he cannot remember any details  of his former life (his family, his name and the 
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house he has  once lived in), the graveyard provides him with a new identity and 
guarantees him safety. On such occasions, the graveyard is presented as a friendly 
location, illuminated by the sunlight. Furthermore, we learn that the graveyard has 
been a nature protection area for several decades. Hence, it does not only provide 
shelter for Nobody, it has also become the sanctuary for both natural (foxes and 
rabbits) and surreal creatures. 
Another important location in Nobody's  life is the school. Although he does not attend 
it for more than a few weeks, the school is  his connection to the normal world, to the 
reality that waits for him beyond the graveyard borders. Again, neither the school 
building, nor its teachers and students are described. Although it must have been an 
impressive moment for Nobody to walk into the school building for the first time, the 
narrator does not mention this event at all. The only aspect that seems to be of 
relevance is that Nobody remains unnoticed by the others. That means that he is 
supposed to behave without attracting attention, so that the others shall forget about 
him as soon as he is out of sight. 
The lack of description of such events might be a sign that Nobody is not a member 
of this world, at least not yet. Thus, giving information about such circumstances is 
not of importance for the time being. All that is  essential for Nobody at that moment is 
to stay out of trouble and to be a "ghostly figure", so that the Jacks  of All Trades will 
not recognize him. 
6.6. The supernatural, the uncanny and the terror 
As we have seen so far, when analyzing Neil Gaiman's The Graveyard Book, one 
cannot do otherwise than take the supernatural and uncanny aspects of the novel in 
consideration as well, no matter whether one is discussing the novel's  characters, its 
plot or the setting. The reason for this is the fact that The Graveyard Book  offers a 
vast amount of Gothic characteristics which are based on the supernatural, and thus 
one can hardly talk about one aspect of the book without mentioning another one. 
The plot, the characters and the setting of the novel have already emphasized that 
the reader is confronted with a supernatural text. When looking at the story as a 
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whole unit, its  features and its representation to the audience show that Neil Gaiman 
has fully understood the concept of the supernatural sublime. In fact, the story does 
not just consist of supernatural happenings and being, rather the whole novel was 
constructed on the supernatural. Furthermore, Gaiman creates a parallel world, more 
precisely two parallel worlds. The first alternative world is life in the graveyard. The 
second one is Ghûlheim, the hidden world of the ghouls. Ghûlheim and its 
surroundings are a desert-like world in the undergrounds of the graveyard. Ghûlheim 
has its  own traditions and rules, but the reader does not learn much about them. 
Through the presentation of this world, the audience understands that one better 
keeps far away from this world and the following questions arise: Could Ghûlheim 
stand for Gaiman's notion of the hell? Or is it just part of the magical myths like the 
ghouls are? 
This  leads us to another interesting aspect of the novel. Neil Gaiman does not only 
invent new supernatural creatures, such as the Jacks  of All Trades (cf. Jack who has 
a supernatural skill: he can smell more than perfectly). In addition, he has built his 
parallel worlds on concepts that are already familiar to the readers. For instance, the 
representation of ghosts, vampires and werewolves in Gothic texts, or the religious 
relevance of death. As  a consequence, the alternative worlds in The Graveyard Book 
do make sense and seem realistic to a certain extend. The narrative technique plays 
an important role here too. On the one hand, it is enough for Gaiman to simply make 
allusions about certain happenings and beings. Due to the common concepts of 
Gothic creatures, the reader will understand the hints and interpret them correctly. On 
the other hand, Gaiman's constant use of the uncanny and terror, as well as  his 
figurative language draws the audience immediately into the story, and thus one 
shares the experiences of the protagonists. 
Whereas the supernatural features of the novel almost constantly evoke a feeling of 
unease in the reader, the uncanny is more or less omnipresent in the novel. Although 
terror is an important device in the story too, it only occurs in certain occasions. 
For example, the beginning of the story is very terrifying and suspenseful (see p. 62 
of my diploma thesis). The opening of the novel deals with the cruel murder of the 
Dorians. Luckily, the small boy, now an orphan, can escape the killer and then has to 
live in the graveyard. 
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Another terrifying moment in the story is Nobody's and Scarlett's first encounter with 
the sleers in the ancient tomb:
 
 There was a light at the end of the room, and in the light a man came 
 walking, walking through the rock, and Bod heard Scarlett choking back a 
 scream. The man looked well preserved, but still like something that had 
 been dead for a long while. His skin was painted (Bod thought) or tattooed 
 (Scarlett thought) with purple designs and patterns. Around his neck hung a 
 necklace of sharp, long teeth (see app, Fig. 20). 'I am the master of this 
 place!' said the figure, in words so ancient and guttural that they were 
 scarcely words at all. (46) 
Although Nobody is  only about five years old, he finally can combine the facts 
correctly: Scarlett usually cannot see ghosts, and thus Bod finds out that the indigo 
man (the monster) is not real. The voices, however, are the words of the sleers. 
The situation gets even more helpless for Nobody when he is kidnapped by the 
ghouls and is brought to another parallel world. Furthermore, Nobody realizes  that 
the lessons taught by Miss Lupescu might be of more relevance than he thought. 
Again, Neil Gaiman addresses a common problem of teenagers: that they do not 
belief that the subjects they learn at school might come in handy in the future.  
 Impervious they were to disease or illness, said one of them. Why, it did not 
 matter what their dinner had died of, they could just chomp it down. They told 
 of the places they had been, which mostly seemed to be catacombs and 
 plague pits. ('Plague pits  is  good eatin',' said the Emperor of China, and 
 everyone agreed). They told Bod how they had got their names and how he, 
 in return, once he had become a  nameless ghoul, would be named, as they 
 had been, after the main course of his  first dinner. 'But I don't want to 
 become one of you,' said Bod. 'One way or another,'  said the Bishop of Bath 
 and Wells, cheerily, 'you'll become one of us. The other way is messier, 
 involves being digested, and you're not really around very long to enjoy it.' 
 (76-77)
The final shocking moment of terror is as soon as Nobody (and the reader) realizes 
that Mr Frost is Jack who has come to kill him: 
 'So, you know why my family was murdered?' asked Bod. Mr Frost said, 'It's 
 all in  here.' He reached down to a short length of floorboard and pushed at 
 it until he was able to lever it out. [...] [Mr Frost said:] 'I'll show you the ... you 
 know, the only thing we don't know is just who did it. Nothing at all. We don't 
 have the tiniest clue.' 'We  know he has dark hair,' said Bod, in the room that 
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 had once been his bedroom. 'And we know that his name is  Jack.' Mr Frost 
 put his hand down into the empty space where the floorboard had been. 'It's 
 been almost thirteen years,' he said. 'And hair  gets  thin and goes grey, in 
 thirteen years. But yes, that's  right. It's Jack.' He straightened up. The hand 
 that had been in the hole in the floor was holding a large, sharp knife. 'Now,' 
 said the man Jack. 'Now, boy. Time to finish this.' (238)
 
Of course, the terrifying moment does not end here, but remains  throughout the 
whole hunting scene between the Jacks of All Trades and Nobody. With ruse Nobody 
finally manages to get rid of the last Jacks of All Trades, and thus is able to begin a 
normal life beyond the graveyard borders. 
To sum up, Neil Gaiman's  The Graveyard Book  is a Gothic novel that was built on the 
concept of the supernatural. The supernatural is  represented through the setting, the 
characters and the events in the story. These three aspects are very closely linked to 
each other, so that one cannot analyze one feature without discussing the other ones 
as well. Furthermore, the implementation of the supernatural sublime helped Neil 
Gaiman to create parallel worlds. In doing so, Gaiman has relied on already existing 
myths and legends about Gothic characters and Gothic topics, so that the reader can 
use these concepts, and therefore, it might be easier for the reader to follow the 
happenings in the story and to understand any insinuations concerning the 
characters and the plot. 
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Conclusion
In my diploma thesis I have tried to analyze the Gothic in children's and young adult 
literature on the basis  of theoretical texts on Gothic literature and with the help of two 
sample novels. In doing so, I have come up with several interesting findings. 
When looking at the Gothic in children's and young adult literature, one cannot do 
otherwise but notice that there has been done hardly any research on this literary 
genre. This is a very surprising fact given that Gothic elements have been a 
prominent feature in children's and young adult literature since the very beginning of 
this  genre. One only has to think of all the famous fairy tales and the nursery rhymes. 
Thus, I have found numerous secondary literature on the Gothic but only one book 
describing the Gothic in children's  and young adult literature during the research 
phase of my diploma thesis. The book is called The Gothic in Children's Literature. 
Haunting the Borders and was published by Anna Jackson, Karen Coats, and 
Roderick McGillis in 2008. It contains several articles, which were written by different 
literary critics. 
I do not have any explanation why the Gothic has not been studied thoroughly in 
children's and young adult literature so far. After all, the Gothic is obviously an 
important aspect of literature for young readers. The book by Jackson, Coats and 
McGillis also proofs that many literary critics are well aware of this  fact. A reason 
might be that the literati still disagree on the significance of the Gothic in literature. As 
I have shown in my diploma thesis, many critics do not consider the Gothic as an 
own literary genre but think of it only as a sub-genre of already existing genres, such 
as fantasy literature. In other words, Gothic literature is a very controversial  and 
complex genre, as I have shown with the theoretical works of Haggerty, Howard, 
Kilgour, MacAndrews and Stevens. 
This  complexity of the Gothic can be traced back to the fact that Gothic literature has 
been influenced by other genres since its very first installment in the eighteenth 
century, such as the Sentimental novel. As a consequence, one can find similar 
characters in Sentimental novels and in Gothic texts. Moreover, other art forms have 
left their mark on Gothic fiction as well. For example, architecture plays an important 
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role in the setting of Gothic texts. Hence, a Gothic story often takes place in old 
buildings whose architectural style can be traced back to the Gothic style. Prominent 
Gothic settings therefore are: old and shabby-looking castles or deserted mansions 
with hidden passages and dungeons. 
Furthermore, the structure of Gothic literature is, on the one hand, very complex, but 
on the other hand, open as well. Expressed in simplified terms, one could say that 
Gothic authors can chose from a "pool" of Gothic characteristics and elements that 
they can use in their texts. In other words, there are not any fixed rules concerning 
the structure of Gothic texts and the minimum or maximum number of Gothic 
characteristics that have to occur in a text to be considered Gothic.  
The two sample novels that I have chosen for my analysis emphasize the findings 
mentioned above. Lemony Snicket's A Series of Unfortunate Events. The Bad 
Beginning, or Orphans! and Neil Gaiman's The Graveyard Book  are very different in 
both structure and implementation of the Gothic. Whereas the characters in The Bad 
Beginning are very stereotyped and remind the reader of the Sentimental novel, the 
characters in The Graveyard Book  are much more complex. Thus, Snicket's Count 
Olaf, who represents the evil, is  a mystified person who does not seem to have any 
good character traits  at all. He is only interested in the Baudelaire children's money 
and does not care for their well-being and emotions. The Baudelaire children on the 
other hand represent the good ones and are mainly marked by obedience. Towards 
the ending of the story the two elder children, Violet and Klaus, begin to use their 
intelligence, as well as books to find a way out of their misery. 
The evil in Gaiman's  The Graveyard Book  is represented as a doppelgänger. Jack, a 
member of an ancient order seeking to kill Nobody, does not only have an evil side. 
In fact, Jack is a perfect killer, but at the same time he is also the charming and 
caring Mr Frost. Nobody Owens is  without any doubt the hero in the story. 
Interestingly, he fulfills the more modern concept of children, meaning that Nobody 
Owens is  not marked by obedience. Therefore, Bod repeatedly ignores the rules and 
orders of his new family, and thus puts all of them at risk.  
Although the characters differ in the two novels, there is one aspect that was used by 
both authors: the mystification of characters. Hence, in both Gothic texts there are 
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dramatis personae that are mystified through their representation. This is especially 
true for Snicket's  Count Olaf and Gaiman's Silas. For both characters  the reader is 
provided with information, so that he/she might interpret these characters  as 
vampires. The fact that this assumption is neither confirmed nor denied emphasizes 
this  effect. Playing with the reader's common knowledge and concepts, and thus 
often misleading him/her, is a very famous aspect in Gothic literature. 
Concerning the setting, the two novels could not be more different. In The Bad 
Beginning, the story takes place somewhere in the English speaking community and 
starts at the beach. However, the scene at the beach does not correlate with the 
connotations one might have about a beach. In contrast to most people's 
associations, the beach is  vacant and the foggy and stormy weather is far from 
welcoming. Count Olaf's desolate house with its dark rooms and the forbidden tower 
absolutely matches the typical Gothic setting. The Gothic of the setting in The 
Graveyard Book is led to perfection, since the story mainly takes place at a 
graveyard. Thus, death and ghosts are very prominent features in this Gothic novel. 
To sum up, I have shown that my hypothesis has found to be true. The Gothic in 
children's and young adult literature has its origin in Gothic adult literature. Moreover, 
I have proven that the Gothic plays an important role in children's  and young adult 
literature since the implementation of Gothic characteristics  differ. It is this  fact that 
makes Gothic texts  that interesting to read because there are numerous ways of 
using and combining Gothic features in literature. As a result, there is  not a given rule 
that dictates a minimum or maximum number of characteristics that have to occur in 
a Gothic text. Moreover, Gothic authors constantly reinterpret and develop further the 
common Gothic features. One only has to think of the Harry Potter series and the 
Twilight Saga. On the one hand, both series follow the trend of using fantastic plots in 
children's and young adult literature. On the other hand, the authors did not shrink 
from reinterpreting common Gothic characters, and thus changed the common 
concepts of witches, wizards, vampires, werewolves and other fantastic dramatis 
personae. In my opinion, it is this complexity and the multiple possibilities of creating 
a Gothic text that captivate children and young adults in reading Gothic literature.  As 
a result, I am convinced that this  literary genre will remain popular in the future  as 
well among children and young adults. 
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Appendix
          
Fig. 1: Cathedral Notre Dame in Paris5 
Fig. 2: Aisle in the former minster Saint-Denise
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5 Fig. 1-5: Cf. www.wikipedia.com
Fig. 3: Westminster Abbey
Fig. 4: Stephansdom in Vienna
Fig. 5: Inside the Stephansdom in Vienna
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The Ghoul
The gruesome ghoul, the grisly ghoul,
without the slightest noise
waits patiently beside the school
to feast on girls and boys.
He lunges fiercely through the air
as they come out to play,
then grabs a couple by the hair
and drags them far away.
He cracks their bones and snaps their backs
and squeezes out their lungs, 
he chews their thumbs like candy snacks
and pulls apart their tongues.
He slices their stomachs and bites their hearts
and tears their flesh to shreds, 
he swallows their toes like toasted tarts
and gobbles down their heads.
Fingers, elbows, hands and knees
and arms and legs and feet -
he eats them with delight and ease, 
for every part's a treat.
And when the gruesome, grisly ghoul
has nothing left to chew,
he hurries to another school
and waits ... perhaps for you. 
(Fig. 6: Poem byJack Prelutsky, 1979)6
xi
6 Cf. Zipes, Jack. Introduction. The Gothic in children's literature: Haunting the borders. ed. by Anna Jackson, 
Karen Coats, and Roderick McGillis. New York: Routlegde, Taylor & Francis Group, 2008. 9-10.
Fig. 7: Gothic comic: The Sinister House of Secret Love7
Fig. 8: Gothic comic: Darker than black 1
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7 Fig. 7-11: Cf. www.amazon.de
Fig. 9: Cyberfiction: The Shadow of the Minotaur
(The Legendeer Trilogy by Alan Gibbons)
Fig. 10: Cyberfiction: Vampyr Legion
(The Legendeer Trilogy by Alan Gibbons)
Fig. 11: Cyberfiction: Warriors of the Raven
(The Legendeer Trilogy by Alan Gibbons)
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Fig. 12: Cover of Lemony Snicket's The Bad Beginning, or Orphans!
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Fig. 13: Back of Lemony Snicket's The Bad Beginning, or Orphans!
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Fig. 14: Count Olaf in Lemony Snicket's The Bad Beginning, or Orphans!
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Fig. 15: The forbidden tower in Lemony Snicket's The Bad Beginning, or Orphans!
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Fig. 16: The cover of Neil Gaiman's The Graveyard Book
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Fig. 17: The back of Neil Gaiman's The Graveyard Book
xix
Fig. 18: The cover and the back of Neil Gaiman's The Graveyard Book
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Fig. 19: Jack in Neil Gaiman's The Graveyard Book
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Fig. 20: The Indigo Man in Neil Gaiman's The Graveyard Book
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Deutsche Zusammenfassung
Wesentliches Ziel dieser Diplomarbeit war es Elemente des "Gothic" in Kinder- und 
Jugendliteratur aufzuzeigen. In einem ersten Schritt arbeitete ich die Umstände 
heraus, die zur Entwicklung des "Gothic" führten. Des weiteren wurde aufgezeigt, 
dass "Gothic" in einer Zeit entstand, die von einem enormen sozio-politischen, 
historischen, so wie religiösen Umbruch gekennzeichnet war. Auch wenn die 
Bevölkerung grundsätzlich diese Veränderungen begrüßte, verblieb trotzdem ein 
Gefühl von Unsicherheit und Verwirrung innerhalb der Gesellschaft. 
Diese negativen Faktoren würden sich in der offenen Struktur von Texten des 
"Gothic" manifestieren, so zahlreiche Kritiker. Andere Literaten, wie etwa Howard, 
Kilgour, MacAndrews oder Haggerty, heben wiederum diese Einzigartigkeit von 
Texten des  "Gothic" hervor und sehen sie als zentrale Stärke der "Gothic" - Literatur. 
Darüber hinaus ermöglichte "Gothic" erstmals Frauen erfolgreiche und anerkannte 
Schriftstellerinnen zu werden. 
Die Hintergrundinformation zur der "Gothic" - Bewegung machte deutlich, dass 
"Gothic" eine Art Symbiose mit bereits bestehenden Genres eingegangen ist. 
Einerseits  dadurch, weil "Gothic" durch die Kunst beeinflusst wurde, und andererseits 
deshalb, weil "Gothic" seine Spuren auch in der Kunst hinterließ. Dieser Umstand 
führt mich zum zweiten Kapitel, das sich mit "Gothic" als neues und kontroversielles 
Genre beschäftigt. Gegensätzliche Meinungen und Zugänge wurden präsentiert, um 
die Komplexität des "Gothic" hervorzuheben und aufzuzeigen, dass "Gothic" ein stark 
umstrittenes Thema in Literatenkreisen ist. Die Signifikanz von "Gothic" in der 
Literatur im Allgemeinen wird unter Kritikern diskutiert. Dabei dreht es sich um die 
Frage, ob "Gothic Fiktion" als eigenes literarisches Genre gesehen werden sollte, 
oder als Subgenre von bereits bestehenden, wie z.B. "Fantasy". 
Im dritten Kapitel versuchte ich die charakteristischen Elemente von "Gothic" - 
Literatur zu analysieren. Dabei stellte ich fest, dass das Übernatürliche und das 
"Sublime" eine wesentliche Rolle in Texten des "Gothic" spielt. Dies bedeutet jedoch 
nicht, dass  jeder Text des "Gothic" solche Elemente beinhalten muss. Trotz allem 
kann ein gewisser Trend in "Gothic" Kinder- und Jugendliteratur festgestellt werden. 
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In solchen Werken sind übernatürliche Begebenheiten und Charaktere sehr häufig. 
Hier lässt sich beispielsweise die Harry Potter Serie oder die Twilight Saga anführen. 
Weiters sind Horror, Terror und das Unheimliche klassische Charakteristika von 
Texten des "Gothic". Ein gewisses Gefühl von Unbehagen macht sich beim Leser 
von "Gothic" - Literatur üblicherweise breit und hebt sich so von Werken ab, die das 
Übernatürliche thematisieren. Die starke Gefühlslage ist eine wesentliche 
Eigenschaft von Texten des "Gothic". 
Des weiteren arbeitete ich heraus, dass Charaktere und das "setting" einen 
speziellen Wert in "Gothic Fiktion" haben. Erstens entsprechen die Charaktere sehr 
stark Stereotypen, und zweitens orientiert sich das "setting" stark an den 
Charakterzügen der handelnden Personen. Das bedeutet, dass das  "setting" 
üblicherweise die Charaktere repräsentiert. So ist der Bösewicht beispielsweise 
immer in verlassenen und heruntergekommenen Häusern zu finden. Diese Gebäude 
haben sehr oft Geheimgänge, lange, dunkle Korridore und reflektieren so die dunklen 
Geheimnisse dieser Person (cf. MacAndrews 109-121). 
In den Kapiteln fünf und sechs analysierte ich zwei Beispiele von "Gothic" Kinder- 
und Jugendliteratur (cf. Lemony Snickets  The Series of Unfortunate Events: The Bad 
Beginning, or Orphans!, und Neil Gaimans The Graveyard Book) entsprechend der 
theoretischen Hintergrundinformation, die ich in Kapitel drei ausgeführt hatte. Meine 
Hypothese bewahrheitete sich: "Gothic" Erwachsenenliteratur beruht auf denselben 
Charakteristiken wie "Gothic" Kinder- und Jugendliteratur. Selbstverständlich wurden 
die Eigenschaften des "Gothic", die in Erwachsenenliteratur zu finden sind, jenen der 
Kinder- und Jugendliteratur angepasst. 
Abgesehen davon unterscheiden sich die beiden genannten Romane in Handlung 
und Charakteren. Dies zeigt aber auch, dass die Wege und Möglichkeiten 
Eigenschaften des "Gothic" in der Literatur umzusetzen auf vielfältige Art und Weise 
geschehen kann. Es gibt keine Richtlinien, die eine gewisse Anzahl an 
Charakteristika vorschreibt, wieviele Eigenschaften in einem "Gothic" Text 
vorkommen müssen. Dieser Umstand macht, meiner Ansicht nach, "Gothic" so 
interessant zu lesen, da man nie im Vorhinein weiß, welche "Gothic" Elemente 
verwendet wurden. 
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Abstract in English
The main aim of this paper was to analyze the Gothic in children's  and young adult 
literature. In doing so, I first had a closer look at the circumstances under which the 
Gothic developed. I have then shown that the Gothic first came into being at a time 
that was marked by an enormous socio-political, historical and religious upheaval. 
Although people had longed for these changes, a feeling of insecurity and confusion 
spread among the society. 
Many critics  claim that the insecurity and confusion of that time can be seen in the 
open structure of Gothic texts. Other literary critics, such as  Howard, Kilgour, 
MacAndrews and Haggerty, praise the uniqueness of Gothic texts and see this  fact 
as one of the strong points of Gothic literature. Moreover, the Gothic has  allowed 
women to be accepted as successful writers for the first time. 
However, the background information on the Gothic movement has shown that the 
Gothic has formed some kind of symbiosis with other already existing genres. On the 
one hand, the Gothic was influenced by the arts, but on the other hand, the Gothic 
has left its mark on them as well. This fact leads me to the second chapter, in which I 
have focused on the Gothic as a new and controversial genre. Opposing opinions 
and approaches have been presented to emphasize on the complexity of the Gothic 
and to show that the Gothic is  a highly debated topic among literary critics. Hence, 
the literati fail to agree on the significance of Gothic literature, in other words, if 
Gothic fiction should be seen as a literary genre on its own or if Gothic texts should 
only be considered as a sub-genre of other already existing genres, such as fantasy 
literature. 
In the third chapter, I have tried to analyze the most common features of Gothic 
literature. In doing so, I have learned that the supernatural and the sublime play a 
major role in Gothic texts. However, that does not mean that every Gothic text has to 
have supernatural events. Nevertheless, a trend can be seen in Gothic children's and 
young adult literature. In these texts, supernatural happenings and characters are 
very common. One only has to think of the Harry Potter Series or the Twilight Saga. 
Furthermore, horror, terror and the uncanny are prominent characteristics  of Gothic 
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literature. Unlike the supernatural, any Gothic text can hardly do without arousing a 
certain feeling of unease in the reader. After all, it is  one of the most obvious features 
of this genre. 
Moreover, I have shown that the characters and the setting have a specific value in 
Gothic fiction for several reasons. First, the characters  are very much stereotyped, 
and second, the setting operates as a kind of mirror of the character traits of the 
dramatis personae. That means that the setting usually represents the characters. 
For example, in Gothic literature, we often find the villain in deserted and shabby 
looking houses. The mansions of the villains usually have secret passages and long, 
dark corridors, which reflect on the person's dark secrets (see MacAndrews 
109-121). 
In chapters  five and six I have analyzed two examples of Gothic children's and young 
adult literature (see Lemony Snicket's A Series of Unfortunate Events: The Bad 
Beginning, or Orphans!, and Neil Gaiman's The Graveyard Book) according to the 
theoretical background that I have discussed in chapter three. In doing so, my 
hypothesis has found to be true: Gothic adult literature, as well as Gothic fiction for 
young readers rely on the same Gothic characteristics. It goes without saying that the 
implementation of Gothic features that we usually find in adult literature are, of 
course, adapted to the appropriateness for children and young adults.  
Furthermore, the two chosen novels  are very different concerning their plots  and 
characters. However, this perfectly shows that there are numerous  ways of using and 
combining Gothic features in literature, and that there is not a given rule that dictates 
a minimum or maximum number of characteristics  that have to occur in a Gothic text. 
It is  this fact that, in my opinion, makes Gothic literature that interesting to read, since 
one never knows beforehand with which Gothic features one will have to deal while 
reading a Gothic text. 
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